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	ABSTRACT		The	film	industry	plays	an	important	cultural	and	economic	role	in	Australia.	However,	the	film	industry	in	Australia	has	struggled	for	many	years	under	a	subsidy-driven	government	intervention	process	that	creates	a	high	degree	of	dependence	on	a	subsidy-centric	model.		Motion	picture	production	costs	worldwide	have	risen	dramatically	over	the	last	decade	with	Hollywood	production	budgets	commonly	exceeding	$100	million.	Australia	as	a	nation	has	a	proven	capability	to	produce	respectable	motion	pictures	at	varying	production	budgets,	although	this	capacity	has	become	entrenched	with	taxpayers’	money.	Historically,	subsidy-driven	industries	in	Australia	trend	towards	collapse	due	primarily	to	cyclical	fiscal	deficits	and	changing	funding	imperatives	at	the	Commonwealth	level.	As	a	PhD	by	exegesis,	the	focus	of	this	research	was	to	create,	as	well	as	evaluate,	a	new	model	of	film	production	that	would	not	be	dependent	on	subsidies.	This	study	evaluated	a	number	of	factors	that	were	relevant	to	establishing	a	viable	micro-budget	model.	Micro-budget	films	have	received	little	research	attention,	with	the	focus	being	on	major	films.	This	research	examined	an	alternative	model,	through	the	creation	of	a	feature-length	micro-budget	film,	called	Stakes,	and	assessed	it	across	a	range	of	criterion	to	determine	whether	Australia’s	film	industry	could	be	strengthened	and	potentially	become	self-sufficient.		The	resulting	motion	picture	premièred	in	Australian	cinemas	on	October	29th	2015.	The	justification,	methods	and	results	are	discussed	in	detail	throughout	this	exegesis	providing	strong	evidence	in	favour	of	the	viability	for	a	micro-budget	segment	in	the	Australian	film	industry.	Such	a	model	could	reduce	the	risk	of	Australia’s	film	industry	collapsing	if	subsidies	are	reduced	or	abolished.	Thus,	this	research	has	significant	implications	for	Australia’s	film	industry	and	also	contributes	strongly	to	scholarship	through	providing	crucial	information	on	micro-budget	films.	
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Chapter	One	-	Introduction	
1.1	Introduction	The	film	industry	plays	an	important	cultural	and	economic	role	in	Australia.	However,	screen	industries	worldwide	are	evolving	at	a	rapid	pace	and	technological	advancements	are	now	challenging	many	long-established	tenets	within	the	current	industry	model.	Such	trends	are	mounting	threats	to	some	areas	of	the	industry,	whilst	providing	opportunities	in	other	areas.	As	a	PhD	by	exegesis,	the	focus	of	this	research	is	to	create	and	evaluate	a	new	model	of	film	production	to	examine	whether	there	is	a	potential	opportunity	in	the	current	industry	in	Australia.	This	chapter	outlines	the	approach	to	the	research	and	study	design.	This	chapter	provides	an	overview	of	the	film	industry	(Section	1.2)	followed	by	the	background	to	the	study	(Section	1.3).	The	film,	which	represents	the	practical	component	of	the	project,	is	discussed	in	Section	1.4	followed	by	the	research	approach	(Section	1.5).	The	aims	and	objectives	guiding	this	study	are	provided	in	Section	1.6.	The	chapter	then	outlines	the	structure	of	the	exegesis	(Section	1.7)	followed	by	a	discussion	of	the	contributions	that	this	study	will	provide	(Section	1.8).		This	chapter	is	concluded	by	a	summary	(Section	1.9).		
1.2	Overview	of	the	film	industry	
1.2.1	Film	production	Watching	movies	continues	as	one	of	Australia’s	favourite	pastimes	(Given,	Curtis,	&	McCutcheon,	2013).	However,	the	business	model	that	has	sustained	the	Australian	film	industry	for	almost	50	years	has	begun	an	irreversible	change	(Johanson,	2013;	Kaufman,	2011).		Traditional	models	of	feature	film	distribution	are	currently	poised	for	radical	change	(Screen	Australia,	2015).	In	the	United	States	of	America	(USA)	traditional	models	of	film	distribution	and	exhibition	have	been	rapidly	eroding	since	2005	showing	no	signs	of	recovery	using	the	current	business	model	(Menon,	2015).	Box	office	admissions	per	
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capita	in	the	USA	and	Canada	have	steadily	declined	since	2006	(Motion	Picture	Association	of	America,	2015).	During	the	same	period	of	time	feature	film	production	costs	worldwide	have	risen	dramatically,	eclipsing	costs	in	previous	films	that	were	once	considered	unrepeatably	high.	Hollywood	feature	budgets	now	consistently	exceed	$100	million,	with	284	releases	to	date	beyond	that	value.	In	2012	–	2013	alone,	there	were	45	features	released	with	$100	million	plus	budgets.	Of	more	than	five	thousand	recorded	US	feature	budgets,	only	278	films	were	produced	for	less	than	$500,000	representing	well	less	than	1%	of	the	overall	total	(Nash	Information	Services,	2016).	The	current	business	model	for	feature	film	production	is	heavily	weighted	towards	multimillion-dollar	budgets.	In	Australia,	the	minimum	level	of	Qualifying	Australian	Production	Expenditure	(QAPE),	which	is	the	threshold	for	access	to	Commonwealth	subsidies,	is	$500,000	(Screen	Australia,	2013).	The	majority	of	Australian-made	films	require	access	to	these	subsidies,	which	in	turn	forces	budgets	above	the	QAPE	threshold.	Film	production	budgets	in	the	sub-$500,000	range	are	readily	dismissed	by	the	traditional	industry	executives	as	impractical,	if	not	impossible	to	achieve.	The	film	industry	in	Australia	has	struggled	for	many	years	under	a	subsidy-driven	government	intervention	process.	Local	film	production	is	now	heavily	dependent	on	this	subsidy-centric	model	that	favours	established	production	houses	resulting	in	diminishing	opportunities	for	emerging	filmmakers	and	young	local	talent	(Connolly,	2008).	Compounding	issues	further,	the	fluctuating	Australian	dollar	combined	with	significantly	improved	incentives	in	the	United	Kingdom,	Canada	and	many	American	states	are	keeping	large	productions	in	the	Northern	Hemisphere,	weakening	established	pathways	for	new	practitioners	to	gain	fundamental	experience	and	industry	credit.	As	a	result	of	this,	there	are	relatively	few	Australian	productions;	with	tax	offsets	and	incentives	only	providing	limited	support	to	a	small	number	of	productions.	In	2014-15,	there	were	only	35	Australian	feature	films	produced;	a	number	that	aligns	with	the	average	number	of	films	produced	over	the	last	four	years	(Screen	Australia,	2015).	There	were	five	foreign	feature	films	shot	in	Australia	in	2014-15	equalling	the	average	over	the	same	period	(Screen	Australia,	2016).	
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1.2.2	Cinema	attendance	Whilst	the	number	of	films	produced	in	Australia	is	low,	the	enjoyment	of	films	by	Australians	continues.		In	fact,	cinema	is	the	most	frequented	cultural	event	in	the	country	(Australian	Bureau	of	Statistics,	2015).	More	than	12	million	people	attended	the	cinema	in	2013-2014	(Australian	Bureau	of	Statistics,	2015).	Although,	the	overall	cinema	attendance	rates	and	frequency	have	fallen	since	2004	(Screen	Australia,	2016).	While	seeing	a	movie	at	the	cinema	is	a	popular	activity	in	Australia,	attendance	rates	do	vary	based	on	demographics.		For	example,	the	highest	cinema	attendance	rates	are	amongst	the	15-17	year	old	age	group,	and	declines	across	every	age	group	with	attendance	levels	lowest	amongst	the	75	and	over	age	group	(Australian	Bureau	of	Statistics,	2011).	Across	each	age	group,	cinema	attendance	is	over-represented	by	females	(Australian	Bureau	of	Statistics,	2011).	Urbanisation	and	income	levels	are	also	influencing	factors,	with	cinema	attendance	results	higher	in	metropolitan	areas,	and	those	on	higher	income	levels	are	more	likely	to	attend	cinemas	more	frequently	(Screen	Australia,	2011).	Capital	cities	continue	to	rank	at	the	top	of	the	attendance	patterns	with	a	10%	advantage	over	residents	in	the	rest	of	the	country	(Australian	Bureau	of	Statistics,	2011).	Attendance	rates	also	fluctuate	between	regions	of	the	country	with	the	highest	rates	of	attendance	occurring	in	the	Australian	Capital	Territory	(ACT)	(Australian	Bureau	of	Statistics,	2011).	These	differences	may	be	influenced	by	the	median	weekly	incomes	across	the	states/territories.		For	example,	Tasmania	has	the	lowest	cinema	attendance	rates	and	corresponding	lowest	median	weekly	income	levels	(Australian	Bureau	of	Statistics,	2011).	Ticket	prices	also	appear	to	play	a	role	in	limiting	cinema	attendance,	according	to	a	recent	PwC	survey,	where	high	ticket	prices	were	the	primary	reason	for	not	frequenting	movies	more	often	(PricewaterhouseCoopers	LLP,	2015).	Cinema	as	a	format	continues	to	retain	its	position	as	the	leading	cultural	event	in	Australia,	although	the	industry	is	a	mature	market	with	no	foreseeable	future	growth	(Given,	Curtis,	&	McCutcheon,	2013).	
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1.2.3	Viewing	Platforms	Compounding	issues	further,	fragmentation	of	viewing	platforms	is	expanding	at	exponential	rates.	The	mass	audience,	which	distributors	have	come	to	rely	on,	has	splintered	into	niches	as	viewers	shift	to	alternative	choices	such	as	the	Internet	and	subscription	services	dedicated	to	individual	tastes.	This	in	conjunction	with	the	rise	of	integrating	Internet	features	into	modern	television	sets	is	inevitably	shifting	the	paradigm	for	traditional	viewing.	In	the	USA,	viewers	can	now	enjoy	a	cinema-like	experience	in	a	home-theatre	setting	while	choosing	from	a	comprehensive	catalogue	of	movies	for	as	little	as	three	cents	per	viewing	(Tyron,	2013)	on	demand	from	Netflix,	Hulu,	Amazon	and	others.	Netflix	alone	accounts	for	over	36%	of	total	peak	period	Internet	traffic	in	the	USA	(Sandvine,	2015).	Changes	in	consumer	behaviour	are	rapidly	fragmenting	across	a	variety	of	other	competing	device	technologies.	Large	smart	televisions	are	beginning	to	dominate	television	sales,	although	game	stations	and	laptops	are	increasingly	used	for	viewing	movies.	Tablets	and	Smartphones	represent	the	most	significant	move	forward	in	altering	habits	by	adding	mobility	to	viewing	and	driving	films	value	lower	and	lower	(Tyron,	2013).	While	movies	continue	to	maintain	a	strong	audience	in	Australia	the	film	industry	as	a	whole	is	encountering	increased	pressures	on	the	traditional	paradigm	of	how	they	are	produced,	distributed	and	exhibited.		
1.3	Background	to	study	As	mentioned	in	the	previous	section	(Section	1.2),	feature	film	production	in	Australia	is	undergoing	significant	change	with	established	filmmaking	structures	becoming	less	viable	(Connolly,	2008).		Rather	than	witness	the	current	trend	continue,	opportunities	may	exist	to	grow	the	industry	through	making	use	of	technology	to	develop	micro-budget	films.	The	central	component	of	this	PhD	by	exegesis	is	a	feature	length	film	titled	Stakes,	which	was	developed	to	test	the	fundamental	aspects	of	the	new	production	method.		The	accompanying	exegesis	examines	critical	issues	and	the	implications	to	the	film	industry	in	Australia.	It	further	explores	the	rapidly	evolving	distribution	
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channels	in	Australia	and	the	associated	changes	occurring	in	North	America.	It	will	also	present	an	alternative	micro-budget	concept	to	expand	and	diversify	the	filmmaking	process.	A	successful	micro-budget	model	could	underpin	a	reconstruction	of	the	local	industry	and	assist	a	generation	of	young	filmmakers	with	collaborative	orientation	(Tapscott,	2009)	to	transform	a	neglected	area	of	opportunity	into	an	active	and	vibrant	film	category.	In	recent	years,	a	number	of	converging	technologies	have	facilitated	easy	access	to	viewing	movies,	as	well	as	providing	ample	opportunity	to	reproduce	copies	at	little	to	no	cost	(Motion	Picture	Distributors	Association	of	Australia,	2015).	While	this	technology	is	fundamentally	enabling,	it	also	allows	the	wider	population	to	circumvent	established	film	exhibition	windows	and	threatens	the	very	nature	of	existing	value	chains.	As	the	entire	global	film	industry	undergoes	extensive	structural	change,	traditional	models	of	film	production,	distribution	and	exhibition	encounter	changing	audience	patterns	and	a	far	broader	range	of	new	expectations.	These	expectations	range	from	viewing	new	movies	at	home	during	the	theatrical	release	to	consuming	filmed	content	at	a	time	and	place	of	choice	while	having	the	ability	to	move	seamlessly	between	devices.	Similar	to	other	countries,	Australia’s	media	landscape	is	changing	rapidly	and	improvements	in	technology	and	online	communications	are	having	profound	effects	on	film	revenues.	Moreover,	technological	advancements	in	digital	production	equipment	have	recently	removed	most	barriers	to	producing	professional	feature	film	content	at	comparatively	low	cost.	Developments	in	Internet	delivery	and	increasing	broadband	speeds	have	led	to	the	emergence	of	innovative	and	less	costly	film	distribution	platforms.	These	changes	and	the	introduction	of	the	National	Broadband	Network	herald	a	significant	growth	opportunity	for	an	alternative	filmmaking	method	that	leverages	low	cost	production	strategies	and	independent	distribution	channels	within	Australia.	This	method	would	also	address	the	concurrent	increase	in	interest	expressed	by	a	young	digital	generation,	which	is	currently	producing	short	form	video	content	for	upload	to	the	web	at	an	increasingly	earlier	age.	This	strategy	is	ideally	envisioned	to	offset	the	anticipated	severity	in	reduction	
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to	the	industry’s	competitiveness,	and	provides	the	motivation	to	follow	this	line	of	inquiry	and	course	of	research.		
1.4	The	film	The	objective	of	this	research	was	to	evaluate	existing	filmmaking	processes	and	establish	a	production-based	model	for	developing	locally-made	Australian	feature	films.		Such	a	model	must	be	at	a	level	of	cost	that	is	affordable	and	sustainable	among	young	and	emerging	filmmakers,	while	continuing	to	match	an	acceptable	quality	standard	for	the	anticipated	genre	and	audience	demographic.		The	production	method	needed	to	remain	financially	independent,	and	therefore	not	require	Commonwealth	subsidies	as	a	prerequisite	for	completion.		In	order	to	test	the	proposed	production	method,	a	film	needed	to	be	developed	in	order	to	assess	whether	a	film	could	be	developed	at	a	low	level	of	cost	whilst	maintaining	acceptable	quality.	From	a	narrative	perspective,	identifying	an	‘acceptable	quality	standard’	for	a	motion	picture	is	a	highly	subjective	exercise	since	few	films,	if	any,	appeal	equally	to	the	entire	gamut	of	viewing	audience.	This	issue	is	discussed	in	greater	depth	in	sections	2.6.7	Qualifying	success,	and	its	subsequent	six	subsections.	However,	minimum	criteria	can	be	established	using	the	acceptable	standard	required	to	meet	theatrical	exhibition	in	the	form	of	a	Digital	Cinema	Print	(DCP)	and	a	5.1	surround	sound	audio	track.	The	film	produced	for	this	research	project,	Stakes,	focused	on	addressing	the	gap	between	the	bottom-end	project	costs	of	$5,000	and	the	feature-length	value	threshold	of	$500,000	a	range	referred	to	in	this	project	as	a	micro-budget	film.	From	a	purely	financial	aspect,	this	gap	varies	widely	from	a	relatively	low	production	budget	of	$7,000	(IMDb,	2016)	for	films	such	as	Primer	(Carruth,	2004),	to	Your	Sister’s	Sister	(Shelton,	2011)	at	$125,000	(IMDb,	2016)	and	onward	to	the	feature-length	value	threshold	of	$500,000	(IMDb,	2016)	for	films	such	as	Living	in	Oblivion	(DiCillo,	1995).		Superficially,	the	gap	between	the	bottom-end	film	costs	and	the	feature	threshold	presents	as	a	purely	financial	or	budgetary	item.		However,	the	area	of	research	provides	evidence	of	a	broader	
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scope	that	impacts	areas	of	distribution	and	audience	development	in	the	emerging	future	models.		Since	distribution	is	the	dominant	variable	in	the	success	of	most	feature	films,	this	study	will	evaluate	an	alternative	strategy	to	alleviate	or	circumvent	the	restrictive	distribution	conditions	imposed	on	independent	micro-budget	filmmakers.	Additionally,	this	study	will	present	a	scaled	method	to	utilise	techniques	in	building	audiences	for	micro-budget	films,	as	audience	development	is	currently	a	significant	factor	in	film	success.	From	the	theoretical	perspective,	this	study	examines	two	opposing	production	theories	to	gain	a	better	understanding	of	the	opportunity	that	currently	exists,	and	how	that	opportunity	can	be	achieved	in	a	practical	manner.		Thereby,	this	study	has	the	potential	to	contribute	one	plausible	solution	to	foster	emerging	filmmakers.	From	a	practical	perspective,	the	method	explores	a	new	production	approach	for	a	matured	industry,	by	way	of	challenging	the	established	norms,	which	have	become	out-dated	in	a	digitally	saturated	world.	In	this	way,	the	new	method	can	coexist	as	an	alternative	for	producing	micro-budget	films,	as	opposed	to	a	rule	for	all	productions,	which	it	could	not	possibly	address	in	the	present-day	paradigm.	The	underpinning	element	of	this	study	is	a	full-length	feature	film,	developed	from	concept	(script)	through	to	completion	(cinema	release)	while	testing	the	novel	theoretical	methods	for	validation.	The	independent	Australian	film	Stakes,	was	written,	directed	and	produced	by	this	author,	and	premièred	in	cinemas	October	29th,	2015.	Filming	(principal	photography)	occurred	over	a	period	of	45	consecutive	days	and	commenced	on	April	13th	2014.	The	film,	motion	picture	or	movie,	all	of	which	are	the	same	by	definition,	was	output	as	a	digital	cinema	print	(DCP)	meeting	all	industry	projection	standards.	It	has	a	total	running	time	of	93	minutes	and	is	positioned	in	the	crime	genre.	Chapters	Two	through	to	Four	provide	a	detailed	rationale	of	the	project,	including	the	distribution	aspects.	
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1.5	Research	approach	The	film	industry	maintains	a	reputation	as	an	uncertain	business	with	unpredictable	outcomes.	Moreover,	the	certainty	of	exhibition	revenue	has	become	increasingly	complex	and	chaotic	since	the	disintegration	of	the	Hollywood	Studio	System	and	the	rapid	emergence	of	digital	technology	(Screen	Australia,	2015).	Considering	the	scant	volume	of	literature	on	the	topic	the	soundest	research	approach	to	evaluating	a	new	method	of	film	production	was	to	develop	a	working	micro-budget	model	in	a	real	world	environment.	To	fully	understand	the	opportunities	and	barriers	of	a	functional	model	the	need	to	address	the	entire	filmmaking	process	is	essential.	It	is	also	necessary	to	understand	the	challenges	presented	to	independent	filmmakers	by	an	adversary	distribution	channel	and	the	highly	competitive	exhibition	mediums.	Thus,	this	PhD	by	exegesis	presented	the	most	suitable	approach	to	achieving	a	rigorous	outcome	in	all	the	areas	of	research.	This	practical	approach	to	research	allowed	for	a	broad	testing	of	novel	ideas	and	provided	a	setting	to	challenge	a	number	of	long-standing	tenets	held	within	the	established	film	industry.	Applying	this	approach	created	a	robust	volume	of	experiences	highlighting	the	results	and	identifying	critical	conceptual	failures	during	actual	practice.	The	accompanying	exegesis	collectively	outlines	the	observations	of	the	film	production	while	discussing	further	opportunities	generated	as	a	result	of	the	tested	outcomes.	The	research	approach	addresses	the	areas	of:-	
• A	critical	review	of	existing	literature	and	current	state	of	the	industry	
• Creative	story	and	narrative,	plus	scripting	106	pages	of	dialogue	
• Pre-production,	principal	photography	and	post	production	of	the	film	
• Investigating	and	developing	a	alternate	distribution	channel	
• Developing	a	theatrical	release	strategy	and	opening	the	film	in	cinemas	
• Collecting	and	evaluating	and	results	from	all	phases	of	the	project		
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1.6	Aims	and	objectives	The	overall	aim	of	this	research	is	to	evaluate	an	alternative	micro-budget	model	of	film	production.	More	specifically,	this	study	will	determine	the	feasibility	of	a	micro-budget	driven	film	method	for	use	in	Australia.	The	following	Research	Objectives	identified	the	specific	areas	of	study	in	greater	detail.	1. Examine	the	literature	relating	to	micro-budget	filmmaking		2. Develop	a	concept	for	a	new	method	of	micro-budget	motion	picture	production		3. Test	concept	by	producing	and	distributing	a	micro-budget	film	using	the	model	4. Evaluate	how	well	the	model	worked	5. Evaluate	implications	of	the	concept	and	model	for	industry	prevailing	paradigm		
1.7	Structure	of	the	research	The	research	is	presented	as	a	combination	of	two	distinctly	separate	mediums.	The	first	component	is	the	93-minute	feature	film	Stakes	that	opened	in	cinemas	on	October	29th	2015.	The	second	component	is	an	exegesis	that	discusses	the	aspects	of	the	overall	project	and	considers	the	potential	for	a	micro-budget	model	of	film	production	in	Australia.	The	research	as	a	whole	is	divided	into	three	key	stages	to	ensure	that	a	rigorous	review	of	the	entire	concept	could	be	undertaken,	as	shown	in	Figure	1	of	this	section.	The	development	of	the	film	involved	a	series	of	significant	stages,	including	the	peripheral	aspects	of	distribution	and	exhibition,	all	which	are	presented	in	more	detail	in	Chapters	Three	and	Four.	The	exegesis	also	outlines	the	basis	for	the	conceptual	model	and	reviews	the	literature	in	the	relevant	areas.	It	further	analyses	and	discusses	the	Research	Objectives	in	Chapter	Five,	then	concludes	with	key	findings	in	Chapter	Six.			
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Figure	1:	Key	stages	of	research	
	Source:	Owen	(2016)	
	
1.8	Contribution	of	the	study	As	previously	mentioned	in	Section	1.2,	Australia’s	film	industry	suffers	from	a	high	dependence	on	continued	government	funding	to	sustain	it.	Such	a	situation	may	become	more	problematic	in	the	future	given	the	rising	deficit	and	worsening	economic	outlook	(Bartholomeusz,	2016).	Thus,	it	seems	important	to	investigate	alternate	approaches	to	film	production,	to	determine	whether	Australia’s	film	industry	can	be	developed	in	a	self-sufficient	and	sustainable	manner.		The	significance	of	this	research	resides	in	identifying	an	undervalued	segment	of	film	production	and	developing	one	alternative	method	that	could	strengthen	the	industry	in	the	event	that	government	subsidies	are	reduced	or	removed.	There	are	significant	regional	and	national	benefits	anticipated	as	a	result	of	developing	a	micro-budget	model	for	filmmaking	in	Australia.	This	study	will	significantly	contribute	to	the	body	of	knowledge	in	the	following	ways:-	
• Literature	in	the	field	of	micro-budget	filmmaking	is	limited	with	existing	material	only	addressing	certain	aspects	of	the	production	segment.	This	study	examines	the	relevant	published	work	and	consolidates	the	findings	in	order	to	determine	the	feasibility	of	a	new	production	model.	
• The	existing	literature	does	not	identify	a	commercially	viable	method	to	produce	films	in	the	micro-budget	cost	range.	This	research	provides	the	
Review	existing	literature	and	qilm	production	processes	
Test	new	methods	by	producing	and	distributing	a	micro-budget	feature	qilm	
Analyse	results	and	discuss	potential	for	new	model	in	exegesis	
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necessary	information	required	to	commercialise	the	segment	in	Australia.	
• This	study	examines	the	impact	of	an	alternative	production	theory	to	gain	a	better	understanding	of	the	opportunity	that	currently	exists,	and	how	that	opportunity	can	be	maximised	in	a	practical	manner.	
• From	a	production	perspective,	the	method	provides	validation	for	the	conceptual	schema	proposed	in	the	new	model.	Such	a	contribution	demonstrates	the	proposed	production	model	in	the	form	of	a	feature	film	of	exhibition	standard.		
• The	study	also	contributes	to	the	expansion	of	industry	knowledge	by	incorporating	contemporary	digital-age	data	into	empirical	findings,	as	well	as	evaluating	the	implications	or	contribution	of	a	new	method	employed	in	the	current	production	context.	Most	importantly,	this	study	contributes	by	providing	a	practical	guide	for	designing	an	economical	micro-budget	film	with	the	aim	of	fostering	diversity	in	Australian	film	production	and	broadening	opportunities	for	practitioners	and	entrants	into	the	industry.	Further,	this	study	provides	evidence	of	an	alternate	production	method	that	aligns	harmoniously	with	modern	cultural	values	of	the	emerging	generation	and	an	expanding	digital	era	of	fragmented	audiences	accessing	multiple	platforms	of	viewing	technology.	Finally,	while	this	study	has	adapted	some	of	the	techniques	employed	in	the	traditional	film	production	process,	the	findings	contribute	by	furthering	existing	literature	for	consideration	in	an	intensified	digital	production	paradigm.	Thus,	this	study	also	makes	a	significant	contribution	to	practice.		
1.9	Conclusion	This	introductory	chapter	has	provided	an	overview	of	the	issues	that	form	the	background	to	the	study.	The	chapter	commenced	by	providing	an	overview	of	the	film	industry	and	the	chapter	then	provided	background	aspects	relating	to	this	study.	As	a	PhD	by	exegesis,	this	document	is	supported	by	a	practical	element,	a	film	called	Stakes,	and	the	film	was	briefly	discussed	in	this	chapter.	
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The	research	approach	was	then	introduced	followed	by	the	aim	and	objectives	of	this	study.	This	chapter	then	provided	an	outline	of	the	research	structure,	and	identified	the	contributions	of	this	study.	The	next	chapter	(Chapter	Two)	will	provide	an	analysis	of	the	literature	relevant	to	this	study.	 	
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Chapter	Two	-	Literature	Review	
2.1	Introduction	This	chapter	provides	a	review	of	literature	thereby	addressing	Research	Objective	One.	Through	doing	so,	this	chapter	provides	an	extensive	review	of	the	state	of	play	in	the	current	film	industry	both	internationally	and	in	Australia.	The	chapter	is	arranged	to	thoroughly	review	the	critical	issues	in	the	areas	of	production	costs	and	government	subsidies	before	reviewing	the	current	production	methods	as	they	occur	in	the	prevailing	Australian	film	production	paradigm.	As	a	result,	this	chapter	is	lengthy.	However,	in	order	to	examine	an	alternative	model	for	micro-budget	film	production,	a	thorough	investigation	of	the	literature	across	those	areas	is	important.			This	chapter	commences	with	an	overview	in	Section	2.2	before	discussing	Hollywood	Studio	System	(Section	2.3),	micro-budget	films	(Section	2.4)	and	motion	picture	production	(Section	2.5).	A	review	of	the	areas	of	distribution	and	exhibition	follows	in	Section	2.6	since	these	elements	traditionally	are	not	integrated	or	associated	with	current	film	production	models,	and	are	usually	conducted	by	an	independent	third	party	distributor.	Section	2.6	also	reviews	the	various	aspects	and	interpretations	of	how	success	in	the	film	industry	is	measured.	Section	2.7	reviews	the	strategic	advantage	gained	by	challenging	industry	paradigms	through	novel	organisation	adjustments.	Section	2.8	provides	a	conclusive	summary	in	the	final	section.		
2.2	Overview	Examining	the	filmmaking	process	presents	a	broad	scope	of	investigation,	which	varies	significantly	with	the	degree	of	subjective	interpretation.	Therefore,	this	review	will	focus	on	the	main	areas	of	literature	relevant	to	the	intended	topic	of	research.	Literature	relating	to	micro-budget	filmmaking	is	the	central	point	of	interest.	Selected	peripheral	topics	that	support	the	methods	proposed	under	the	research	will	also	be	reviewed.		These	categories	are	components	of	successful	production	models	within	the	context	of	their	specific	period,	such	as	
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the	Hollywood	Studio	System	prior	to	the	Paramount	Decree,	the	impact	of	advancements	in	relevant	aspects	of	digital	technology,	distribution	and	exhibition	in	Australia,	and	North	American	trends	for	comparison.	Relevant	international	literature	is	considered,	particularly	in	respect	to	the	micro-budget	experience	in	Africa.	A	comprehensive	review	of	the	extant	literature	pertinent	to	micro-budget	film	production	found	a	minimal	volume	of	peer	reviewed	publications	or	academic	papers	investigating	the	topic.	Further	investigation,	established	in	a	wider	context,	found	a	significantly	larger	volume	of	popular	published	books	and	a	reasonable	volume	of	empirical	evidence	ultimately	supported	by	completed	films	that	fall	within	the	scope	of	the	study	criteria.	The	scope	of	this	study	focuses	on	market-driven	films,	but	is	not	limited	to	a	specific	genre	or	style	of	filmmaking.	However,	initial	findings	indicate	certain	genres	perform	consistently	well	in	the	micro-budget	range.	For	example,	“horror	has	been	a	popular	genre	for	producers	operating	within	low	budget	ranges	and	targeting	international	markets”	(Ryan,	2010,	p.36).	Much	of	current	relevant	literature	omits	discussions	concerning	recent	advancements	in	technology.	However,	amongst	the	limited	academic	work	on	micro-budget	productions,	Leo	Berkeley’s	(2011)	work	dominants,	who	as	an	independent	filmmaker,	his	work	seeks	to	bridge	scholarship	and	practice.	Literature	searches	of	“micro-budget,	ultra-low	budget,	no-budget”	categories	of	production	generate	papers	with	only	a	token	reference	to	the	field	of	research	being	undertaken	here.	Low-budget	filmmaking	has	been	a	focus	of	more	literature,	but	much	of	this	is	about	older	work	in	16mm	or	35mm	celluloid	film	that	is	generally	characterised	by	much	larger	budgets	(Follows	&	Nash,	2016).	In	September	2014	preliminary	results	of	a	survey	conducted	with	film	industry	professionals	attending	key	tradeshows	in	the	USA,	France	and	Germany	over	a	period	of	five	years	highlighted	the	varying	interpretations	of	budget	range	for	low	or	micro-budget	films	(Follows,	2014).	Based	on	averaging	the	opinions	of	542	film	professionals	surveyed	the	maximum	budget	deemed	for	a	micro-budget	film	was	$396,000	(£243,000)	(Follows,	2014).	However,	in	the	UK,	many	
		 15	
people	consider	£150,000	($245,000)	the	maximum	for	micro-budget,	since	that	is	the	cut-off	amount	for	the	UK	tax	investment	scheme,	and	Film	London’s	micro-budget	scheme	limit	(Follows,	2014).	Further	publication	and	reinterpretation	of	terminology	occurred	in	the	Australia’s	Microcinema:	Building	
capability	through	development	and	production	schemes	report	(Schultheis,	2015).	The	Australian	report	also	highlights	the	issue	when	defining	low	cost	filmmaking	terms,	stating	that;	“there	are	no	absolute	definitions	applying	to	films	at	lower	budget	levels”	(Schultheis,	2015,	p.iii).	The	Australian	report	defines	the	low-cost	terminology	by	categories	of	budget	range	that	differ	as	well,	suggesting	that	the	$0	-	$50,000	filmmaking	budgets	could	be	referred	to	as	‘no	budget’	filmmaking,	while	micro-budget	(or	‘ultra-low	budget’)	for	the	purposes	of	their	report	is	defined	as	$50,000	-	$250,000	(Schultheis,	2015).	While	all	of	these	definitions	for	‘micro-budget’	occurred	after	the	term	was	selected	and	defined	for	this	project,	it	is	useful	to	note	that	the	method	utilised	to	define	the	term	‘micro-budget’	in	this	project	was	similar	to	how	the	UK	definition	arose,	and	further	underpinned	by	reality,	since	any	monetary	amount	above	zero	does	not	accurately	represent	the	term	‘no	budget.’	It	should	be	emphasised	that	the	fundamental	basis	of	the	research	undertaken	in	this	project	was	to	develop	an	alternative	micro-budget	method	of	film	production.	The	underlying	reason	for	pursuing	this	discourse	was	to	establish	the	lowest	cost	film	production	method	that	could	be	sustainable	in	Australia	in	the	absence	of	government	subsidies.	An	inherent	and	crucial	necessity	to	sustainable	business	models	is	the	expectation	of	receiving	a	reasonable	return	on	investment	(ROI),	in	turn	providing	an	element	of	profitability.	Therefore,	to	provide	a	rigorous	review,	there	must	be	a	clear	understanding	of	the	economics	involved	in	the	motion	picture	industry.	Arthur	De	Vany	has	created	a	considerable	volume	of	literature	relating	to	the	economics	of	the	motion	picture	industry.		Many	of	his	sole	and	co-authored	articles	collected	over	a	period	of	almost	two	decades	were	republished	in	a	collection	entitled	Hollywood	Economics:	How	Extreme	Uncertainty	Shapes	the	
Film	Industry	(2004).	Included	in	that	collection	was	De	Vany	and	Walls’	(1997)	first	model	of	the	motion	picture	market,	where	they	suggested	the	market	was	
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an	evolving	dynamic	tournament	where	films	are	contenders	and	audience	word-of-mouth	determines	rank	and	survival	(DeVany	&	Walls,	1997).	They	also	argue	that	films	opening	broadly	across	a	large	number	of	screens	can	produce	significant	growth	in	audience	volumes.	However,	such	a	strategy	is	vulnerable	to	negative	feedback	and	neither	movie-star	power	or	genre	selection	have	any	ability	to	guarantee	success	(DeVany	&	Walls,	1996).		Studios	and	producers	consider	the	opening	to	be	a	critical	element	in	a	film’s	life	cycle	success,	as	movies	opening	on	a	small	number	of	screens	can	get	buried	in	the	vast	array	of	marketing	messages	and	media	noise	(DeVany	&	Walls,	2004).	Further,	statistical	modelling	has	revealed	that	contrary	to	popular	opinion,	movie-stars	do	not	guarantee	a	movie’s	success	(DeVany	&	Walls,	1999).	Accordingly,	there	is	no	formula	for	success	in	Hollywood	(DeVany	&	Walls,	1999).	However,	of	great	relevance	to	this	study,	although	most	micro-budget	film	releases	fade	within	a	relatively	short	period,	the	ones	that	succeed	earn	exceptionally	high	rates	of	return;	the	highest,	in	fact,	of	any	motion	pictures	(DeVany	&	Walls,	1999).	Further,	most	films	achieve	their	peak	box-office	revenue	during	the	first	week	in	cinemas,	except	for	those	that	generate	positive	word-of-mouth	(DeVany	&	Walls,	1999).			Films	that	open	on	a	significant	number	of	cinema	screens	tend	to	crowd	out	competitive	films,	which	improves	box-office	revenue	outcomes	(DeVany	&	Walls,	2004).	However,	those	movie	industry	data	and	statistics	were	gathered	from	North	American	films	released	between	the	period	1985-1996	(DeVany	&	Walls,	2004).	Whilst	based	on	the	same	data	and	time-period,	only	22%	of	movies	generate	profits	with	the	vast	majority	of	films	(78%)	proving	to	be	unprofitable	(DeVany	&	Walls,	2004).	Thus,	the	film	industry	is	fundamentally	risky	(DeVany	&	Walls,	1999)	and	there	is	no	formula	for	success.	Whilst	many	of	the	findings	based	on	the	1985-1996	are	still	currently	applicable,	two	anomalies	that	challenge	those	conclusions	appear	to	have	occurred	prior	to	the	period	those	results	are	based	on.	Those	anomalies	are	the	pre-Paramount	Decree	Hollywood	Studio	System	(discussed	in	the	next	section,	Section	2.3)	and	Roger	Corman	(discussed	as	a	sub-section	of	the	following	section	in	Section	2.4.1).	
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2.3	Hollywood	Studio	System	The	Hollywood	Studio	System	was	a	highly	successful	model	for	film	production	during	the	Classic	Hollywood	period	1917-1960	(Schatz,	2010).	For	more	than	forty	years,	an	oligopoly	of	studios	produced,	distributed	and	exhibited	a	high	volume	of	films	(Gomery,	1986).	The	system	ensured	that	the	studios	had	efficient	controls	over	the	production	process,	minimising	costs	significantly.	Vertical	integration	was	a	core	strategy	in	the	success	of	the	enterprise	(Puttnam	&	Watson,	1997).	Two	specific	practises	used	by	the	studios,	block	booking	and	blind	buying,	triggered	a	divisive	antitrust	case	that	led	to	a	broad	restructure	of	the	industry	(DeVany	&	Eckert,	2004).	As	a	consequence	the	industry	became	significantly	less	profitable	in	addition	to	sustaining	a	sizable	decline	in	film	output	(DeVany	&	McMillan,	2004).	Block	booking	was	the	practice	of	studios	combining	several	inferior	films	with	one	very	desirable	film	and	offering	them	as	a	package	that	could	not	be	separated	(Aberdeen,	2005).	This	all	or	nothing	approach	forced	the	exhibitor	to	purchase	a	large	number	of	undesirable	films	to	gain	possession	of	the	single	popular	film.	Blind	Buying	was	an	element	of	the	practice	that	forced	independent	theatre	owners	to	commit	to	the	entire	package	of	films,	unseen	or	blind,	while	excluding	the	ability	to	view	them	prior	to	purchase	(Schatz,	2010).	Block	booking	and	blind	buying	were	ultimately	determined	to	be	an	illegal	and	anti-competitive	tactic	by	a	U.S.	Supreme	Court	decision.	However,	lean	production	principles	and	vertical	integration	remain	cornerstones	of	contemporary	business	practice	in	virtually	all	industries	to	present.	The	court	decision	known	as	the	Paramount	Decree	did	not	achieve	its	intended	result	and	could	be	considered	by	some	as	a	failure	to	those	it	was	intended	to	help	(DeVany	&	McMillan,	2004).	The	structure	of	contractual	dealing	arrangements	is	not	the	central	discussion,	nor	is	it	of	any	consequence	in	the	material	that	follows.	What	is	important	and	should	be	recognised	is	that	the	post-decree	business	model	performed	poorly,	generating	less	films	and	lower	profits	for	the	independent	cinema	owners;	the	opposite	of	what	was	expected	(DeVany	&	McMillan,	2004).	The	performance	of	the	industry	following	the	redistribution	of	production	to	independent	producers	and	the	exit	from	a	
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vertically	integrated	strategy	highlighted	the	production	efficiency	of	the	Hollywood	Studio	System	model.	DeVany	and	Eckert	(2004)	assert	that	if	the	booking	practices	are	the	main	element	underpinning	the	studio	system	success	then	the	independent	cinemas	should	have	profited	handsomely	after	the	break	up;	but	to	the	contrary	they	did	not.	Therefore,	the	production	efficiency	and	vertical	integration	appear	to	be	the	most	influential	factors	in	the	film	production	and	exhibition	success	of	the	Hollywood	Studio	System.	Thus,	processes	leading	to	production	efficiencies	and	a	novel	approach	to	vertical	integration	are	central	components	of	the	new	micro-budget	methodology.		
2.4	Micro-budget	films	Micro-budget	films	are	typified	by	having	varying	degrees	of	success	(Nash	Information	Services,	2016).	They	are	financially	distinct	from	mainstream	productions	and	Hollywood	films,	as	evidenced	by	El	Mariachi	(Rodriguez,	1992),	Clerks	(Smith,	1994),	Pi	(Aronofsky,	1998),	Tape	(Linklater,	2001).	Sporadically,	micro-budget	films	achieve	significant	financial	returns,	as	did	The	
Blair	Witch	Project	(Myrick	&	Sánchez,	1999),	Facing	the	Giants	(Kendrick,	2006)	and	Paranormal	Activity	(Peli,	2007)	and	appear	to	have	higher	ROI	than	many	big	budget	films	(DeVany	&	Walls,	2004).	Under	certain	conditions	micro-budget	films	are	indistinguishable	in	their	content	and	visual	characteristics	from	larger	budget	Hollywood	films,	as	is	the	case	with	The	Brothers	McMullen	(Burns,	1995),	Open	Water	(Kentis,	2003)	and	Primer	(Carruth,	2004).	It	is	also	possible	for	micro-budget	films	to	achieve	wide	recognition	and	praise,	as	occurred	with	
Chasing	Amy	(Smith,	1997),	Napoleon	Dynamite	(Hess,	2004)	and	Another	Earth	(Cahill,	2011).		Such	films	can	also	become	culturally	significant	(The	Library	of	Congress,	2014)	as	occurred	in	David	Lynch's	first	feature	length	film	Eraserhead	(Lynch	D.	,	1977),	and	Richard	Linklater’s	Slacker	(Linklater,	1991).	While	these	types	of	films	appear	to	demonstrate	an	oddity	of	traits,	the	films	do	maintain	one	common	characteristic–	that	they	are	contained	within	a	minuscule	or	micro	range	of	budgetary	cost	as	compared	to	the	average	film	production.		
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2.4.1	Independent	films	The	early	1980s	signified	the	rise	of	the	so-called	‘Independent	film	production’	that	was	perceived	as	being	produced	independent	of	the	major	studios	creative	and	financial	clout.	While	the	term	‘independent’	may	allude	to	an	individualised	low-budget	production,	it	should	be	noted	that	the	term	has	been	utilised	ambiguously	over	a	long	period	time	to	describe	differing	segments	or	iterations	of	the	film	industry	with	varying	magnitudes	in	budgets	and	a	broad	range	of	studio	associations.	Merritt	(2000)	“defines	an	independent	film	as	any	motion	picture	financed	and	produced	completely	autonomous	of	all	studios,	regardless	of	size”	(Merritt,	2000,	p.	xii).	He	goes	further	to	cite	Reservoir	Dogs	(Tarantino,	1992)	as	a	prime	example.	While	Quentin	Tarantino’s	first	film	Reservoir	Dogs	(1992)	received	praise	as	the	greatest	independent	film	of	all	time	(Dirks,	2017)	it	succeeded	to	do	so	with	a	budget	in	excess	of	$1	million	(IMDb,	2017).	Moving	forward	to	the	1990s,	breakout	independents	such	as	Steven	Soderbergh	
Sex,	Lies,	and	Videotape	(Soderbergh,	1989)	produced	his	first	film	on	a	million	plus	budget	(IMDb,	2017),	with	his	second	film	Kafka	(Soderbergh,	1991)	coming	in	at	$11	million	(IMDb,	2017).	While	Soderbergh	remains	a	fine	example	of	independent	filmmaking	his	slate	of	projects	represent	the	monetary	conundrum	linked	to	the	current	definition	of	‘independent	films’	many	of	which	are	earmarked	by	multimillion-dollar	budgets.	Films	such	as	Traffic	(Soderbergh,	2000)	costing	$48	million	(IMDb,	2017),	Haywire	(Soderbergh,	2011)	$23	million	(IMDb,	2017)	and	Side	Effects	(Soderbergh,	2013)	at	$30	million	(IMDb,	2017)	all	permeate	the	current	independent	film	definition.	Also	well	recognised	in	the	independent	sphere	are	filmmakers	such	as	Jim	Jarmusch	launching	Stranger	Than	Paradise	(Jarmusch,	1984)	on	a	$90,000	budget	(IMDb,	2017)	before	his	1995	film	Dead	Man	(Jarmusch,	1995)	with	$9	million	(IMDb,	2017),	and	Paul	Thomas	Anderson’s	Hard	Eight	(Anderson	P.	T.,	1996)	with	an	estimated	budget	of	$3	million	(IMDb,	2017).	Notwithstanding,	many	independent	filmmakers	produce	films	on	a	low	or	micro-budget	scale	in	the	early	stages	of	their	careers	as	a	prelude	to	establishing	higher	budgeted	pictures.	John	Sayles	produced	his	first	film	with	a	$60,000	budget	before	
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moving	to	larger	budget	films	such	as	Passion	Fish	(Sayles,	1992)	and	the	studio	backed	film	Lone	Star	(Sayles,	1996).	David	Spaner	discusses	several	independent	filmmakers	in	his	book	Dreaming	in	
the	Rain	(Spaner,	2003)	particularly	with	regard	to	the	Canadian	film	industry.	He	reviews	several	independent	journeys	including	director	Lynne	Stopkewich	who	successful	released	films	such	as	Kissed	(Stopkewich,	1996)	and	the	critically	acclaimed	Suspicious	River	(Stopkewich,	2000).	However,	the	Stopkewich	films	reinforce	the	ambiguous	nature	of	the	‘independent’	term	when	trying	to	apply	it	within	financial	parameters,	as	Kissed	(Stopkewich,	1996)	was	produced	on	a	micro-budget	and	Suspicious	River	(Stopkewich,	2000)	was	made	with	a	$3	million	budget	(Barthel,	2001).	For	the	purposes	of	this	research	and	to	maintain	clarity	it	is	assumed	that	Merritt’s	(2000)	definition	of	‘independent	film’	most	accurately	describes	the	use	of	the	term.	Consequently	many	films	in	this	research	do	qualify	as	independent	although	that	is	irrelevant	since	the	research	is	fundamentally	directed	by	financial	parameters	established	for	micro-budgets	in	chapter	one.		
2.4.2	New	World	Pictures	Roger	Corman	remains	the	notable	anomaly	in	the	film	industry	with	nearly	280	profitable	films	to	his	credit	(Corman	&	Jerome,	1990).	However,	most	peer-reviewed	literature	on	Corman	provides	only	a	token	mention	of	his	position	in	independent	cinema.	A	complete	and	more	authoritative	discussion	of	his	work	is	provided	in	his	biography	How	I	Made	a	Hundred	Movies	in	Hollywood	and	
Never	Lost	a	Dime	(Corman	&	Jerome,	1990).	Corman’s	filmmaking	process	mentored	many	prominent	directors	and	producers	in	the	early	stages	of	their	careers.	Francis	Ford	Coppola,	Martin	Scorsese,	Jonathan	Demme,	Ron	Howard,	Joe	Dante,	James	Cameron	and	many	more	were	introduced	to	the	industry	through	Corman’s	company	New	World	Pictures	(Corman	&	Jerome,	1990).	Corman	attributes	his	success	to	a	high	level	of	preparation	and	a	disciplined	approach	to	filmmaking.	He	states	“I	did	many	of	my	movies	in	one	or	two	weeks	for	well	under	$100,000.	On	a	bet,	I	shot	Little	Shop	of	Horrors	in	two	days	and	a	
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night	for	$35,000”	(Corman	&	Jerome,	1990,	p.viii).	In	1987,	1988,	and	1989	his	company	(New	World	Pictures)	produced	and	released	over	sixty	films,	which	exceeded	any	major	studio’s	output	for	the	same	period	(Corman	&	Jerome,	1990).	Corman	was	a	strong	advocate	of	working	outside	the	traditional	constraints	of	the	industry	model	to	maximise	speed	and	efficency	in	the	filmmaking	process.	He	made	extensive	use	of	novice	and	untrained	actors	and	crew,	many	of	whom	have	subsequently	become	highly	recognised	for	their	craft	both	in	front	of	and	behind	the	camera,	such	as	Jack	Nicholson,	Peter	Fonda,	Bruce	Dern,	Dennis	Hopper	and	Robert	De	Niro.		Corman	sucessfully	produced	films	across	a	number	of	genres	including	horror,	science	fiction,	comedy,	crime,	and	drama.	Corman’s	style	was	characterised	by	many	modern	techniques	including	performances	from	his	developing	pool	of	novice	actors.	However,	the	most	significant	element	of	his	style	was	the	sheer	speed	and	efficiency	during	principal	photography	and	his	continued	persistance	to	develop	new	methods	to	produce	and	distribute	low-budget	films	(Corman	&	Jerome,	1990).	Many	of	Corman’s	fundamental	principles	were	underpinned	by	successful	elements	of	the	Hollywood	Studio	System.	He	maintained	and	utilised	a	pool	of	low-cost	talent	and	crew	who	were	skilled	in	various	aspects	of	the	production	process	and	he	continued	to	vertically	integrate	production	and	distribution	throughout	his	careeer.	Corman’s	production	model,	although	often	overlooked	by	academic	film	scholars,	is	an	important	example	of	the	successful	and	continuous	production	of	low-budget	market-driven	films,	and	forms	a	precedent	for	the	model	being	proposed	here.		
2.4.3	Nollywood	The	Nigerian	film	industry,	popularly	known	as	‘Nollywood’,	provides	an	interesting	insight	into	adaptation	to	circumstances,	as	well	as	contributing	strong	evidence	that	an	innovative	filmmaking	methodology	can	offset	a	collapse	in	traditional	cinema	distribution	and	exhibition.	In	the	1990’s	a	number	of	social	and	economic	issues	contributed	to	the	collapse	of	35mm	film	projection	in	Nigeria	and	most	of	Africa	(Lobato,	2010).	Whilst	the	harsh	economic	
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conditions	in	Nigeria	may	have	signalled	the	end	of	traditional	cinema,	it	did	not	eliminate	the	desire	for	filmed	entertainment	by	a	sizable	audience	in	the	country.	What	emerged	as	a	result	of	the	void	in	filmed	content	and	absence	of	Government	funding	was	a	collaboration	between	Kenneth	Nnebue	and	Chris	Obi	Rapu	to	produce	a	feature	length	film	Living	in	Bondage	(Rapu,	1992)	in	video	(VHS)	format	that,	“was	made	for	a	few	hundred	dollars”	(Haynes,	2007,	p.134).		Since	that	simple	event,	the	Nigerian	film	industry	has	grown	at	an	exponential	rate	to	become	the	second	largest	employment	sector	in	the	nation,	generating	$590	million	annually	(Moudio,	2013).	Moreover,	Nollywood	now	produces	on	average	1500	films	per	year,	making	it	one	of	the	largest	film	industries	in	the	world	by	volume	(Oyewole,	2014).	One	notable	aspect	of	this	prolific	production	output	is	the	underlying	structure	adopted	by	the	industry	after	the	theatrical	collapse.	Without	Government	funding	or	subsidies,	filmmakers	seek	an	alternative	method	to	produce	feature	films	with	virtually	no	budget.	Subsequently,	an	informal	micro-budget	model	has	developed,	with	a	large	volume	of	films	being	produced	in	an	ad	hoc	manner	at	costs	ranging	from	US$20,000	up	to	US$75,000	(Haynes,	2007).	However,	these	films	are	not	fully	recognised	by	the	mainstream	global	industry	due	to	the	poor	production	values	and	the	unscripted	ad-libbed	dialogue,	which	has	become	a	hallmark	of	Nigerian	production	(Lobato,	2010).	Furthermore,	the	direct-to-video	distribution	network	is	chaotic	at	best,	although	relatively	successful	in	the	current	economic	structure,	adapting	long	established	channels	used	for	pirated	Hollywood	videos	and	a	vast	array	of	independent	traders	selling	miscellaneous	products	(Lobato,	2010).	Regardless	of	quality	or	the	views	voiced	by	the	critics	of	the	Nigerian	film	industry,	the	key	observation	is	that	a	micro-budget	filmmaking	model	has	emerged	on	the	back	of	an	alternative	distribution	network	in	Africa,	and	“is	gaining	recognition	on	an	international	scale”	(Giwa,	2014,	p.40).	Exact	statistical	data	on	the	industry	is	impossible	to	collect	as	the	vast	majority	of	films	are	distributed,	pirated	and	sold	by	various	unregulated	street	vendors.	
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According	to	government	statistics	only	a	fraction	of	the	industries	$3	billion	value	could	be	officially	tracked	(Bright,	2015).	However,	“in	2014,	the	Nigerian	government	released	data	for	the	first	time	showing	Nollywood	is	a	$3.3	billion	sector,	with	1844	movies	produced	in	2013	alone”	(Bright,	2015,	p.	1).	The	lure	of	participating	in	the	economic	bonanza	has	driven	the	government	to	enact	a	series	of	regulatory	controls	from	licencing	regimes	for	video	vendors	to	empowering	the	Nigerian	Film	and	Video	Censors	Board	to	clamp	down	on	the	independent	films	distributed	through	the	informal	market	(Jedlowski,	2012).	The	Nigerian	experience	with	the	micro-budget	structure	becomes	most	striking	when	viewed	against	the	contrast	of	the	current	government	efforts	to	regulate	the	activities	of	the	Nigerian	film	industry.	Recognising	the	economic	windfall	and	fiscal	opportunities	(Jedlowski,	2012)	developed	by	the	informal	market	
driven	film	industry	the	ruling	government	is	reverting	back	to	the	ethos	of	subsidies	with	the	announcement	of	over	$18	million	in	support	(Baobab,	2014)	hoping	to	improve	the	perceived	quality	of	Nigerian	films	on	an	international	stage.	As	such	several	film	productions	have	occurred	with	significantly	higher	budgets	(Jedlowski,	2012).	The	film	Half	of	a	Yellow	Sun	(Bandele,	2013)	was	produced	for	$9	million	(Baobab,	2014)	and	premièred	a	the	prestigious	Toronto	International	Film	Festival	(The	Guardian,	2013),	however,	only	managed	to	achieve	worldwide	box	office	revenues	of	$92,399	(Nash	Information	Services,	2017),	which	was	ultimately	eclipsed	by	the	home	market	video	sales	of	$117,557	(Nash	Information	Services,	2017).	Since	the	informal	market	driven	approach	is	underpinned	by	the	requirement	of	a	sensible	ROI,	prestige	and	perceived	quality	play	minimally	in	the	film	production	formula	when	weighed	against	multimillion-dollar	losses.	This	evidence	indicates	that	the	new	regulatory	framework	enforced	by	government	agency	will	see	the	boom	in	Nollywood	transformed	into	a	smaller	group	of	film	aficionados	pressing	to	change	the	existing	prolific	and	profitable	micro-budget	system	into	a	more	regulated	and	glamorous	though	smaller	unprofitable	subsidised	programme	(Bright,	2015).	
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2.5	Motion	picture	production	A	feature	film	production	is	essentially	no	different	to	any	other	production	process.	The	‘product’	(a	film)	is	conceived,	developed	and	then	created.	However,	films,	as	with	many	other	manufactured	goods,	rely	on	a	multitude	of	methods	to	arrive	at	the	finished	product.	From	the	1902	classic,	A	Trip	to	the	
Moon	(Melies,	1902),	through	to	Vin	Diesel’s	eighth	sequel	of	turbo-charged	cars	in	The	Fate	of	the	Furious	(Gray,	2017),	the	process	of	film	production	has	been	subject	to	various	methods	of	creation.	The	Georges	Méliès	1902	moon	shot	was	a	handcrafted	masterpiece	that	many	consider	a	work	of	art	(Solomon,	2011).	Similar	in	nature	to	a	master	painter’s	oil	on	canvas;	the	concept	was	conceived,	the	method	developed,	and	the	finished	product	was	created	(Wemaere	&	Duval,	2011).	Less	than	a	decade	after	the	Méliès	1902	film	production,	American	studios	were	employing	lean	manufacturing	techniques	and	producing	films	in	volume,	similar	to	producing	cars	off	an	assembly	line	(Sklar	&	Cook,	2016).	Legislative	changes	resulted	in	that	process	being	abandoned.	The	Fate	of	the	Furious	(2017)	represents	the	most	contemporary	and	common	production	process	found	in	the	film	industry	at	present.	It	could	be	described	as	a	low-volume,	high-cost,	craftsman-created	product.	While	the	term	‘low-volume’	has	various	meanings	to	different	people	and	industries,	it	is	appropriately	represented	herein	by	the	production	slate	for	the	companies	involved	in	producing	The	Fate	of	the	Furious	(2017)	with	One	Race	Films	(IMDb,	2017)	and	Original	Film	(IMDb,	2017)	both	completing	just	two	feature	film	productions	in	the	corresponding	year.	Australian	productions	follow	the	same	method	only	scaled	down	significantly	to	suit	available	funding.	The	micro-budget	method	of	production,	which	is	central	to	this	research,	is	proposed	to	be	in	opposition	to	the	contemporary	paradigm	in	that	the	micro-budget	paradigm	employs	a	low-cost	high-volume	process.	Of	relevance,	film	production,	including	Australian	projects	and	micro-budget	films,	are	a	‘made’	product.	Thus,	in	the	absence	of	Government	funding	or	philanthropy,	films	must	be	commercially	viable	to	sustain	an	industry	position	for	any	length	of	time.	
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2.5.1	Production	costs	Production	costs	are	an	overriding	factor	affecting	all	feature	length	films	(Staiger,	1979).	Typically	referred	to	as	‘the	film’s	budget’,	production	costs	determine	a	wide	range	of	opportunities,	and	similarly	create	a	number	of	noticeable	impediments.	Production	costs	have	an	immediate	impact	on	a	film	(Staiger,	1979),	often	before	the	first	page	is	drafted	for	a	feature	film	screenplay.	In	fact,	it	can	be	stated	that	production	costs	become	a	factor	in	the	initial	conceptualisation	stages	as	the	simple	choice	to	pursue	an	animated	genre	immediately	alludes	to	a	substantial	production	budget	(Nash	Information	Services,	2016).	In	virtually	all	cases,	the	film’s	budget	will	be	the	determining	factor	as	to	whether	the	film	can	be	allowed	to	proceed	(greenlit)	or	even	has	a	chance	to	be	made	(Lang	&	Shaw,	2013)	once	approved	by	the	Producer,	Executive	Producers,	studio	head	or	proposed	financial	backers.	Film	budgets	of	all	sizes	have	historically	been	divided	into	two	categories	of	costs	known	as:	‘above	the	line	costs’,	and	‘below	the	line	costs’	(Bordwell	&	Thompson,	2013).	Collectively	these	categories	represent	the	total	budgeted	cost	for	film	production.	It	should	be	noted	though,	that	in	the	existing	paradigm	of	film	production,	it	is	not	uncommon	to	see	expenses	inadvertently	exceed	the	original	budget	leaving	the	film	project	with	significantly	higher	production	costs	than	first	anticipated.	Outside	of	the	two	prescribed	cost	categories,	there	is	a	fluctuating	area	of	highly	variable	costs	that	is	contingent	and	ultimately	linked	to	key	performance	indicators.	Whilst	the	micro-budget	model	proposed	circumvents	these	variable	costs,	it	is	important	to	understand	their	relationship	to	the	low-budget	filmmaking	process.	Accordingly,	these	costs	will	be	introduced	and	discussed	through	the	following	sub-sections.	
2.5.1.1	Above	the	line	costs	Above-the-line	costs	represent	a	sizable	proportion	of	expenses	directed	towards	a	small	group	of	key	contributors	on	a	feature	film	production.	These	expenses	generally	reflect	the	value	of	key	talent	and	any	significant	material	rights	associated	with	development	of	the	project.	Directors,	producers,	writers,	and	the	leading	actors,	collectively	form	this	predominantly	fixed	cost	in	the	budget.	In	big	budget	films	this	small	group	of	talent	carries	a	significant	degree	
		 26	
of	influence	on	the	success	or	failure	of	the	film.	For	example,	in	Terminator	3:	
Rise	of	the	Machines	(Mostow,	2003),	above-the-line	costs	reflected	the	crucial	value	of	key	contributors	on	reviving	the	Terminator	franchise	for	a	third	instalment	(see	Table	1	below).	The	third	sequel	became	stalled	in	development	for	more	than	a	decade	without	the	attachment	of	one	key	person	(Epstein,	2012).	Eventually	an	agreement	was	reached	to	attach	this	person	to	the	production,	although	it	was	done	at	an	exceptionally	high	cost,	demonstrating	the	relative	importance	and	proportionately	high	costs	of	above-the-line	items	in	the	budget.	
Table	1:	Terminator	3:	Rise	of	the	Machines	-	budget	(Above-the-line)	
	
Budget	item	
	
	
Cost	attributed	
	
Story	&	Rights	
	
$19.5	million	
Producer	 $10	million	
Director	 $5	million	
Arnold	Schwarzenegger																													20%	of	gross	profits	+	 $29.25	million	
All	Other	Cast	 $5.3	million	
Fringe	Costs	 $1.3	million	
	
Total	Above-the-line	costs	
	
$70.35	million	
								Source:	Edward	Jay	Epstein	(2016)			
Terminator	3:	Rise	of	the	Machines	above-the-line	costs	totalled	close	to	half	the	entire	budget	for	just	six	line	items	(Epstein,	2016).	In	Australia,	the	division	of	costs	are	proportionately	similar	for	local	productions.	However,	the	total	budget	amounts	in	dollar	terms	are	only	a	fraction	of	the	big	budget	films.	
2.5.1.2	Below	the	line	costs	Below-the-line	refers	to	all	other	costs	and	expenses	that	are	outside	of	the	category	‘above-the-line	costs’.	The	‘line’	is	the	term	referred	to	in	both	categories	that	simply	separates	the	two	segments	of	cost	in	a	film	budget.	As	noted	in	the	previous	section	(Section	2.5.1.1),	above-the-line	costs	in	most	films	are	formed	by	a	small	group	of	people	that	command	a	disproportionally	high	value	that	is	generally	considered	a	fixed	expense.	In	contrast,	below-the-line	
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costs	comprise	a	substantial	list	of	variable	services,	equipment	and	human	resources	that	typically	range	from:	
• Director	of	photography	
• Associate	producers	
• Assistant	directors	
• Costume	designers	
• Location	manager	
• Script	supervisor	
• Sound	engineer	
• Make-up	artist	
• Hair	stylist	
• Film	editor	
• Colour	grader	
• Music	composer	
• Craft	services	(catering)	
• Extras	Effectively,	everyone	who	works	on	the	production	that	is	not	recorded	in	the	‘above-the-line’	category,	will	be	captured	in	this	category.	All	other	services,	such	as	camera,	lighting	and	sound	equipment	hire,	legal,	accounting	and	insurance	services,	are	also	captured	in	this	category	of	‘below-the-line’	costs.		
2.5.1.3	Contingent	costs	Contingent	costs	can	be	commonly	found	attached	to	big	budget	films.	These	‘contingent’	compensations	vary	broadly	in	both	nature	and	amount	(Epstein,	2012).	Typically	these	variable	costs	are	reflected	as	a	percentage	in	the	way	of	participation	in	revenues	within	the	contractual	agreements	of	prominent	A-list	actors.	A	number	of	formulas	are	utilised	to	determine	these	remunerations,	such	as	gross	profit	participation,	and	net	profit	participation.	At	times	those	amounts	can	be	extraordinarily	high	-	well	beyond	the	guaranteed	salary,	as	was	the	case	for	Arnold	Schwarzenegger	in	Terminator	3:	Rise	of	the	Machines	(Mostow,	2003),	with	those	details	provided	in	Table	1	above.	That	Arnold	Schwarzenegger	received	20%	of	everything	beyond	break-even	is	an	enormous	
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amount	in	the	scope	of	film	remuneration,	and	can	only	be	demanded	by	a	powerful	celebrity	presence	or	the	need	to	retain	a	specific	actor	to	greenlight	a	project.	This	type	of	deal	is	only	accessible	to	the	elite	of	A-list	talent,	however,	it	is	not	uncommon	for	the	larger	pool	of	professional	actors	to	expect	and	receive	a	smaller	participation	percentage	on	films	that	they	are	significant	actors	in	(Epstein,	2012).	Although,	there	are	exceptions	to	this	general	rule	(Kit,	2013).	For	example,	many	actors	have	been	known	to	support	selected	independent	producers	outside	the	studio	slates,	as	demonstrated	by	films	such	as	Tape	(Linklater,	2001)	and	Dallas	Buyers	Club	(Vallée,	2013).	They	also	frequently	exempt	film	projects	from	such	onerous	demands	if	their	presence	in	the	film	production	is	limited	to	a	token	number	of	days	or	a	cameo	appearance	as	with	the	Tom	Cruise	appearance	in	Austin	Powers	in	Goldmember	(Roach,	2002).	Another	common	variation	that	occurs	frequently	in	current	low-budget	film	productions	is	deferral	of	wages	(Kosek,	2008).	These	wages	then	become	contingent	on	recovering	other	costs	before	they	are	paid,	and	are	typically	triggered	by	the	break-even	point	of	the	film.	Depending	on	the	project,	cast	and	crew	can	be	involved	in	such	arrangements	(Davis,	2002),	although	they	must	be	contractually	agreed	to	in	advance	to	meet	legislative	requirements.	Somewhat	less	of	a	variable	cost,	as	the	amounts	are	generally	predetermined,	it	is	not	unusual	for	the	deferrals	to	also	contain	a	participation	figure.	Widespread	deferrals	in	a	film	production	are	only	common	in	low-budget	productions	and	are	notoriously	difficult	to	manage.	They	consume	a	significant	amount	of	energy	to	handle	the	varying	expectations	and	tend	to	erode	any	built-up	goodwill	within	the	project	among	the	participants.	From	an	industry	perspective	they	are	universally	criticised	(Robb,	2014)	and	considered	a	risky	proposition	that	may	lead	to	litigation	through	unmet	expectation	and	misunderstanding.	Therefore,	a	micro-budget	model	of	film	production	would	ideally	remove	the	contingent	cost	elements	and	significantly	reduce	the	above-the-line	costs,	while	redirecting	a	larger	portion	of	resources	towards	the	story,	script	and	casting	process.		
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2.5.2	Concept	and	story	As	outlined	in	the	previous	sections,	various	cost	elements	reside	within	the	budget	divisions	of	above-the-line	costs	and	below-the-line	costs.	For	the	most	part,	these	elements	are	further	delineated	and	arranged	in	the	order	of	the	production	stages,	with	above-the-line	costs	typically	addressed	at	the	onset	of	the	project.	Since	the	disintegration	of	the	Hollywood	studio	system,	the	costs	associated	with	the	creative	aspects	of	concept	and	story	have	traditionally	preceded	the	formation	of	a	film’s	budget.	In	the	current	production	paradigm,	budget	tends	to	determine	the	level	of	financial	investment	in	concept	and	story.		There	are	several	pathways	for	determining	the	costs	and	timing	for	expensing	the	conceptual	element	of	a	film’s	production.	However,	the	most	common	arrangement	across	the	globe	is	one	that	establishes	an	independent	person	developing	a	concept	and	story	in	a	speculative	manner,	and	then	drafting	a	script	with	the	hopes	of	selling	it	to	a	producer	or	studio	(Bordwell	&	Thompson,	2013).	Such	an	arrangement	also	exists	in	Australia,	although	one	noticeable	difference	is	the	limited	monetary	value	placed	on	those	conceptual	elements	(Connolly,	2008).	This	is	due	primarily	to	the	low	volume	of	local	films	produced	and	the	subsidised	nature	of	film	production	in	the	country.	
2.5.2.1	Treatment	and	script	The	role	of	the	screenplay	(script)	as	an	item	of	central	importance	is	widely	accepted	in	the	filmmaking	community.	Typically	the	filmmaking	process	begins	with	a	writer	composing	a	basic	story	outline	commonly	referred	to	as	a	‘treatment’	(Bordwell	&	Thompson,	2013).	Sometimes	this	treatment	is	developed	based	on	actual	events;	other	times	purely	from	imagination.		Occasionally,	there	is	a	combination	of	the	two,	subsequently	blurring	the	lines	between	fiction	and	reality.	Aside	from	the	mix,	genre,	or	level	of	detail,	most	treatments	are	reworked	to	add	dialogue,	which	leads	to	the	first	draft	of	script.	Once	drafted	the	scripts	are	then	pitched	for	production	to	anyone	interested	(Bordwell	&	Thompson,	2013).	An	alternate	pathway	that	is	equally	common	is	a	producer-commissioned	screenplay	based	on	a	popular	novel,	story	idea	or	acquired	intellectual	property	(Bordwell	&	Thompson,	2013).	Regardless	of	the	mode	of	development,	most	scripts	go	through	a	refinement	process	resulting	in	
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a	number	of	rewrites.	Occasionally	scripts	can	be	minimal,	as	is	the	case	with	documentaries	(Bordwell	&	Thompson,	2013).		Scripts	may	even	be	absent	altogether,	as	is	the	case	with	improvised	performances	(Berkeley,	2011).	However,	the	majority	of	feature	films	rely	on	a	comprehensive	script	to	form	narrative	and	to	assist	with	a	complex	series	of	commercial	aspects	linked	to	production.	The	concept	of	the	script	driving	production	is	not	a	recent	invention	(Staiger,	1979).	It	dates	back	to	Thomas	Ince,	who	in	the	1910s	revolutionized	the	filmmaking	process	by	applying	industrial	processes	to	streamline	production.	Ince’s	detailed	planning	for	films	pioneered	the	use	of	the	‘Continuity	Script’	that	provided	a	host	of	information	to	track	and	control	costs	(Staiger,	1979).	Breaking	down	the	scenes	could	create	shooting	schedules	and	mitigate	costs	across	all	other	departments	while	increasing	the	volume	of	films	in	production	(Staiger,	1979).	This	style	of	script	remained	the	dominant	mode	of	production	until	the	Paramount	Decision	antitrust	case	of	1948	that	consequently	dissolved	the	vertically	integrated	studio	system	due	to	perceived	anti-competitive	actions	–	refer	to	section	2.3	Hollywood	Studio	system	for	further	detail	on	United	States	v.	Paramount	Pictures,	Inc.,	334	US	131.	What	arose	after	that	was	the	‘Master	Scene	Script’	–	a	system	of	production	primarily	focused	on	narrative	story,	which	remains	the	principal	process	in	contemporary	film.	From	a	narrative	perspective,	a	range	of	fundamental	script-writing	techniques	and	formulas	are	available	to	screenwriters.	A	great	deal	of	discussion	and	published	material	has	contributed	to	lengthy	debates	over	how	to	achieve	the	optimal	motion	picture	script.	In	following	Robert	McKee’s	dictum	from	Story:	
Substance,	Structure,	Style	and	the	Principles	of	Screenwriting	(McKee,	1997)	all	stories	fall	within	the	Archplot,	Miniplot,	Antiplot	story	triangle	with	the	classically	designed	Archplot	statistically	performing	best.	Such	techniques	were	furthered	after	Joseph	Campbell’s	insights	from	The	Hero	with	a	Thousand	Faces	(Campbell,	1949)	and	Christopher	Vogler’s	view	in	The	Writer’s	Journey:	Mythic	
Structure	for	Writers	(Vogler,	2007).	The	Hero’s	Journey	provides	a	consistent	basis	for	many	commercially	successful	films	such	as	The	Wizard	of	Oz	(Fleming,	1939),	An	Officer	and	a	Gentleman	(Hackford,	1982),	Beverly	Hills	Cop	(Brest,	
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1984),	and	Pretty	Woman	(Marshall,	1990).	Given	that	in	addition	to	those	components	there	is	a	sizable	list	of	genre	conventions,	and	the	ever-changing	audience	interests,	it	is	evident	that	there	is	no	specific	formula	to	guarantee	scriptwriting	success.	Although,	McKee’s	teachings	combined	with	Vogler’s	character	structure,	can	significantly	reduce	the	risk	of	a	failed	screenplay.	In	a	micro-budget	setting,	this	formulaic	approach	seems	to	provide	a	greater	degree	of	surety	than	less	conventional	screenplays.		However,	some	people	believe	it	is	possible	to	make	a	film	without	a	script.	Over	the	decades,	Leo	Berkeley	has	investigated	the	creative	process	of	an	improvised	micro-budget	screen	production.	His	seventy-five	minute	film	called	
How	To	Change	The	World	(2011)	investigates	screen	production	practice	as	research.	Berkeley	(2011)	states	that	his	film	was	made	on	a	‘micro’	budget	of	slightly	over	$5000	and	produced	without	a	script.	He	further	notes	that	the	actors	improvised	nearly	all	the	dialogue	within	the	film	(Berkeley,	2011)	and	suggests	that	the	attributes	of	improvised	performances	make	for	more	compelling	screen	drama	as	opposed	to	simply	spontaneous	outcomes.	Berkeley	(2011)	asserts	that	the	constraints	of	the	micro-budget	process	force	filmmakers	to	operate	with	minimal	resources	while	collaborating	with	inexperienced	cast	and	crew.	He	purports	that	these	aspects	inhibit	the	ability	of	micro-budget	projects	to	reach	sizable	audiences	(Berkeley,	2011).	However,	he	also	believes	that	these	shortcomings	do	not	outweigh	the	benefits	and	opportunities	presented	by	micro-budget	productions	(Berkeley,	2011).	Berkeley	(2011)	further	points	out	that	constructing	a	cohesive	narrative	in	a	film	is	difficult	without	a	formal	script.		Thus,	some	younger	actors	struggle	to	deliver	improvised	dialogue	consistent	with	their	characters,	and	this	is	also	a	common	occurrence	with	older	highly-trained	actors	(Berkeley,	2011).	Producing	motion	pictures	without	a	script,	regardless	of	budget	size,	is	a	rare	and	unconventional	process.	While	the	thought	of	removing	the	scriptwriting	element	could	be	initially	attractive	to	micro-budget	producers,	producing	a	commercially	successful	improvised	film	is	unlikely	(Nash	Information	Services,	2016).	Moreover,	the	improvisational	aspect	of	approaching	such	a	large	filmmaking	enterprise	only	intensifies	the	compounded	risk	associated	with	
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using	amateur	cast	and	crew.	Mitigating	risk	in	the	filmmaking	process	is	a	fundamental	value	common	across	the	entire	motion	picture	industry.	It	is	a	well-known	industry	tenet,	regardless	of	budget	size,	that	the	more	time	invested	in	the	pre-production	process,	the	greater	the	chance	of	a	film’s	success.	From	all	accounts,	a	properly	drafted	script	provides	the	necessary	guidance	required	to	navigate	the	filmmaking	process	while	increasing	the	odds	in	favour	of	a	successful	result.	A	further	concept	to	extend	the	chances	of	commercial	success	is	proposed	by	the	theory	of	Wyatt’s	High	Concept	(2003),	which	aligns	the	script	narrative	intimately	to	marketing	approach.	Wyatt	(2003)	presents	strong	evidence	in	favour	of	the	link	between	narrative	construction	and	marketability	of	a	concept,	with	highly	successful	films	such	as	Jaws	(Spielberg,	1975),	Star	Wars	(Lucas,	1977)	and	Grease	(Kleiser,	1978).	Indeed,	many	film	franchises	can	attribute	their	commercial	success	to	easily	marketable	concepts	backed	by	Wyatt’s	beliefs.	Star	Wars,	Batman,	Spiderman,	Pirates	of	the	Caribbean,	Lord	of	the	Rings,	
Harry	Potter	and	James	Bond	franchises	all	deliver	highly	marketable	concepts	that	easily	connect	with	visual	simplicity.	Applying	Wyatt’s	concept	to	micro-budget	productions	appears	to	be	an	indisputable	benefit	from	a	marketing	perspective,	maximising	visibility	of	the	film	while	at	the	same	time	minimising	costs.	The	high	concept	method	also	appears	to	align	quite	easily	to	micro-budget	films	as	the	horror	genre	has	been	very	effective	for	numerous	low-cost	films.	
2.5.2.2	Genre	Defining	genre	has	been	an	academic	pursuit	since	the	beginning	of	film	(Bondebjerg,	2015).	Understanding	a	film’s	subject	or	theme	provides	the	basis	for	genre	determination.	Since	the	onset	of	motion	pictures,	audiences	have	used	genre	categories	as	a	primary	tool	of	selection	for	cinema	participation	and	movie	viewing	(Bordwell	&	Thompson,	2013).	Horrors,	musicals,	science	fiction	and	other	categories	appeal	to	varying	audience	tastes	that	in	turn	determines	the	level	of	patronage	for	individual	films.	Media	attention	has	also	become	highly	dependent	on	genre	to	determine	the	level	of	coverage	or	exclusion	and	much	of	the	extent	of	the	degree	of	media	attention	provided	to	films	is	
		 33	
associated	with	genre	(Bordwell	&	Thompson,	2013).	While	recognising	genre	is	an	important	choice	in	a	micro-budget	film	model,	it	is	equally	important	to	select	a	suitable	classification.	
2.5.2.3	Classification	Film	classification	is	a	process	of	reviewing	and	rating	motion	picture	content	to	a	predetermined	criterion	for	the	purpose	of	advising	the	general	public	as	to	its	appropriateness	for	differing	age	groups	and	tastes	(Australian	Classification,	2016).	Classification	procedures,	criterion	and	rating	designations	vary	from	country	to	country	although	they	generally	maintain	a	common	intention	to	provide	specific	advice.	In	Australia,	the	federal	government	mandates	the	review	of	motion	picture	content	across	a	range	of	viewing	platforms	(Australian	Government,	2015).	Films	for	public	exhibition	in	cinemas,	television	broadcasts,	Blu-ray	or	DVD	formats	and	video	games	must	be	classified	prior	to	release	(Australian	Classification,	2016).	While	classification	provides	the	necessary	advice	to	identify	the	social	appropriateness	of	material,	it	also	reaches	beyond	providing	an	indicative	zone	of	interest	for	viewing	by	a	particular	audience.	In	some	instances	it	also	has	the	legal	authority	to	restrict	audience	volume	by	age	for	certain	classifications	(Australian	Classification,	2016).	Specific	classifications	have	the	ability	to	determine	audience	attendance	volumes	(Australian	Classification,	2016),	which	can	be	beneficial	or	detrimental	to	the	commercial	success	of	a	film’s	exhibition.	In	a	micro-budget	model,	classification	plays	a	role	well	beyond	simple	regulatory	guidance	for	exhibition	since	it	also	partially	determines	the	level	of	interest	and	participation	during	the	audition	and	casting	process.		
2.5.3	Auditions	and	casting	Auditions	and	casting	play	a	pivotal	role	in	the	success	of	most	feature	films.	Regardless	of	genre,	style	or	budget,	Robert	Altman’s	well-known	adage	that	“casting	is	90	percent	of	the	creative	work	in	filmmaking,”	Altman	(as	cited	in	O'Connor,	1978,	p.18)	is	as	valid	today	as	it	has	ever	been.	Altman	tends	to	“put	people	into	situations	and	just	let	the	rest	happen”	Altman	(as	cited	in	O'Connor,	
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1978,	p.18).	The	value	of	casting	correctly	is	a	fundamental	element	of	filmmaking	success.	Novice	actors	cast	to	take	on	leading	roles	in	major	motion	pictures	is	not	a	new	development	although	it	is	has	become	a	rare	occurrence	in	contemporary	film	production.	Throughout	the	classical	Hollywood	period	the	studio	moguls	such	as	Louis	B.	Mayer,	Jack	L.	Warner	and	Darryl	F.	Zanuck	would	commonly	scout	for	and	select	unknown	aspiring	talent	to	be	groomed	for	stardom	and	inclusion	in	the	corporate	talent	pool	(LoBrutto	&	Morrison,	2012).	In	1941	first	time	director	Orson	Welles	chose	to	staff	his	maiden	motion	picture	with	first-time	novice	actors	from	his	Mercury	Theatre	on	the	Air	radio	group.	With	little	consideration	to	mitigating	the	risks,	Welles	proceeded	to	complete	the	film	with	an	entirely	novice	cast	while	he	took	on	the	role	of	leading	male	as	Charles	Kane	himself	(Welles,	1941).	He	reinforces	the	enthusiasm	for	this	concept	at	the	start	of	ending	credits	by	superimposing	the	following	statement	on	a	solid	frame	of	black	–	"Most	of	the	principal	actors	in	Citizen	Kane	are	new	to	motion	pictures.	The	Mercury	Theatre	is	proud	to	introduce	them”	(Welles,	1941,	“Citizen	Kane,”	end	credits).	Welles’	approach	to	filmmaking	has	in	part	resulted	in	the	film’s	consistent	ranking	in	the	top	100	films	of	all-time	“and	why	many	critics	and	historians	still	consider	Citizen	Kane	one	of	the	greatest	films	ever	made”	(Fabe,	2004,	p.vxii).	Conventional	Hollywood	wisdom	has	applied	the	logic	that	A-list	actors	provide	a	reliable	method	of	mitigating	risk	and	ensuring	a	successful	film	release	(DeVany	&	Walls,	1999).	However,	there	are	occasions	when	unknown	talent	lands	a	leading	role,	as	was	the	case	with	Suraj	Sharma.	With	no	prior	acting	experience,	Suraj	Sharma	was	cast	in	the	leading	role	in	Ang	Lee’s	award	winning	2012	film	Life	of	Pi	(Lee,	2012).	This	powerful	drama	leaned	heavily	on	the	leading	male	role	to	deliver	a	strong	performance	as	a	youth	fighting	for	life	among	a	desperate	group	of	survivors	in	lifeboat	adrift	at	sea.	According	to	Lee,	as	reported	by	the	Rebecca	Ford	(2012),	Sharma	simply	looked	like	the	leading	character	while	presenting	an	authentic	innocence	required	for	the	role.	Sharma	had	stated	that	“he	had	not	planned	on	auditioning	for	the	role	of	Pi	but	had	
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tagged	along	with	his	brother	and	decided	to	audition	since	he	was	waiting	around	anyway”	(Ford,	2012,	“Suraj	Sharma's	Odyssey,”	para.	4).	Sharma’s	performance	was	of	such	high	calibre	he	was	nominated	for	a	number	of	awards	including	a	BAFTA	(IMDb,	2016).	Jason	Statham	and	Vinnie	Jones	launched	respectable	film	careers	without	any	prior	acting	experience	after	being	cast	by	Guy	Ritchie	for	his	first	feature	film	
Lock,	Stock	and	Two	Smoking	Barrels	(Ritchie,	1998).	Further	supporting	the	concept	that	visual	stature	weighs	heavily	on	casting	decisions,	Dolph	Lundgren,	a	chemical	engineering	graduate	from	University	of	Sydney,	was	chosen	for	a	supporting	role	in	Rocky	IV	(Stallone,	1985)	based	on	his	physical	presentation.	Chuck	Norris,	Steven	Seagal,	Arnold	Schwarzenegger	and	several	others	have	also	been	cast	based	on	physique	or	martial	arts	abilities.	The	selection	of	novice	actors	during	the	auditions	and	casting	process	is	a	primary	element	of	the	micro-budget	filmmaking	model	proposed.	
2.5.3.1	Ethical	considerations	Volunteers	represented	a	significant	proportion	of	the	collaborative	energies	dispersed	in	the	production	of	the	motion	picture	Stakes	(Owen,	2015).	Since	a	portion	of	the	micro-budget	model	relies	on	the	contribution	of	volunteers	providing	their	time	and	energy	it	seems	appropriate	to	investigate	the	ethical	considerations	involved	in	the	volunteering	process.	The	use	of	novice	actors	and	how	or	if	the	volunteer	actor	strategy	is	sustainable	in	the	industry	is	an	important	aspect	of	the	modality.	Volunteering	has	been	a	common	process	since	the	beginning	of	modern	civilization	(Inter-Parliamentary	Union,	International	Federation	of	Red	Cross	and	Red	Crescent	Societies,	United	Nations	Volunteers,	2004)	with	people	contributing	to	chosen	causes	for	a	wide	variety	of	reasons.	However,	the	term	‘volunteer’	or	‘volunteering’	is	important	to	understand	as	it	carries	multifarious	ideas	and	ethical	connotations	for	a	broad	use	of	applications.	This	is	well	demonstrated	by	the	varying	interpretation	of	how	the	term	is	deployed.	Medical	trials,	and	in	particular	pharmaceutical	trials	(Burnet	&	Foley,	1940)	rely	heavily	on	the	contribution	of	‘volunteers’	(Balasingam	&	Wilder-Smith,	2016)	to	
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validate	the	therapeutic	benefit	or	efficacy	(Balasingam,	Horby,	&	Wilder-Smith,	2014)	of	a	given	medication,	device	or	medical	procedure.	A	great	deal	of	ethical	issue	has	arisen	over	the	debated	on	the	use	of	Challenge	Studies	(Hope	&	McMillan,	2004)	that	infect	human	‘volunteers’	with	pathogens	under	the	premise	to	establish	a	better	protocol	for	their	management	and	prevention	(Miller	&	Grady,	2001).	In	a	different	respect,	surveys	for	academic	research	are	a	widespread	and	longstanding	process	(Rossi,	Wright,	&	Anderson,	2013)	of	soliciting	‘volunteers’	time	and	energy	to	enhance	the	value	of	the	research	for	an	author,	whether	it	is	in	the	greater	communities	interests	or	directly	for	profit.	Clubs	in	Australia	have	sustained	their	longevity	based	for	the	most	part	on	the	contributions	of	volunteers	within	their	organisations	(Clubs	Australia,	2009).	Clubs	in	New	South	Wales	alone	engage	43,000	volunteers	(Clubs	Australia,	2009).	While	a	multitude	of	clubs	support	the	broader	community	interests	many	others	purely	exist	to	serve	and	enhance	the	club	members’	personal	interests	(Clubs	Australia,	2009).	Faith-based	volunteering	further	presents	diversity	in	the	term	providing	various	motivation	and	goals	for	contributing	time	and	energies	without	expectation	for	financial	remuneration	(Wuthnow,	2004).	Again,	while	a	great	deal	of	this	service	contributes	to	the	broader	community	it	can	be	said	that	it	also	purely	supports	the	interests	of	the	specific	organisations,	and	to	the	extreme	purely	exists	to	enhance	those	specific	organisations	agendas.	Emergency	services	(NSW	State	Emergency	Service,	2017),	environmental	reclamation	(Clean	Up	Australia,	2017),	international	development	(Unicef,	2017),	animal	welfare	(RSPCA	New	South	Wales,	2017)	and	a	long	list	of	other	meaningful	causes	including	the	cultural	arts	cover	a	broad	range	of	highly	valued	volunteer	based	organisations	(NSW	Government,	2017).	Many	organisations	such	as	these	come	to	mind	when	the	term	‘volunteer’	is	mentioned.	However,	in	2014	the	national	peak	body	for	volunteering	(Volunteering	Australia,	2017)	embarked	on	a	review	to	the	definition	of	the	term	‘volunteering’	due	to	its	increasingly	limited	traditional	interpretation	and	the	ever-expanding	broader	role	that	contributing	time	and	energy	plays	in	
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current	society	(Ellis,	Holmes,	O’Dwyer,	Oppenheimer,	Paull,	&	Webber,	2014).	One	aspect	of	this	reinterpretation	exercise	was	to	consider	how	activism	is	viewed	as	a	volunteer	process.	Consequently	in	the	following	year	the	term	was	reinterpreted	to	align	with	the	United	Nations	view	that	establishes	activism	as	a	recognised	volunteering	process	(Volunteering	Australia,	2015),	though	governed	by	a	series	of	subjectively	selected	criteria.	Thus	the	act	of	protesting	now	constitutes	volunteering	by	definition	whether	it	fosters	the	broader	communities	interests	or	not.	What	seems	apparent	with	the	vast	array	of	interpretations,	modalities	and	benefactors	from	‘volunteering’	is	that	only	one	common	aspect	seems	present,	that	is;	a	person	is	willing	–	for	their	own	personal	reasons	–	to	contribute	their	time	and	energy	without	the	expectation	of	corresponding	fiscal	remuneration.	Moreover,	ethical	considerations	applied	to	such	a	varying	application	of	the	term	fosters	a	high	degree	of	subjectivity	in	determining	what	a	third	party	might	consider	as	ethical	when	evaluating	a	volunteers	personal	choice	in	how	they	expend	their	own	time	and	energy.	Volunteering	within	the	performing	arts	is	a	ubiquitous	activity	(NSW	Government,	2017).	Community	Radio	is	a	vital	part	of	Australian	broadcasting	maintaining	450	radio	stations	across	the	nation	(Community	Broadcasting	Association	of	Australia,	2017)	while	Community	Television	(C31,	2016;	Channel	44,	2016)	and	Amateur	Theatre	(NSW	Government,	2017)	have	benefitted	from	a	longstanding	history	of	volunteer	engagement.	This	presence	has	and	continues	(Empire	Theatres,	2017;	Brisbane	Arts	Theatre,	2017;	Hayes	Theatre	Co,	2104)	to	be	highly	sustainable	within	these	communities	across	Australia.	Aspiring	novice	actors	access	opportunities	to	experience	the	craft	without	the	requirement	for	years	of	formalised	training.	Motion	pictures	provide	a	similar	though	enhanced	value	to	novice	actors	with	the	opportunity	of	showcasing	their	unique	talent	while	providing	a	chance	of	being	discovered	or	simply	achieving	the	recognition	and	credit	for	appearing	in	a	movie.	Others	simply	engage	in	the	process	to	support	the	vibrancy	of	their	local	community.	
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Whilst	the	uses	of	novice	actors	may	increase	the	risk	of	flat	or	uniform	delivery	in	scripted	dialogue	it	does	not	guarantee	that	poor	performances	occur	as	a	result.	A	number	of	processes	are	effective	in	mitigating	a	large	majority	of	the	flat	delivery	of	dialogue.	These	issues	while	ever	present	are	addressed	in	Sections	4.4	Novice	untrained	actors,	4.14	Recommendations,	6.3	Key	findings	and	6.5	Limitations	where	prioritisation	of	elements	within	the	overall	film	production,	and	competing	emphasis	on	nonrelated	outcomes,	such	as	research,	can	and	do	impact	the	degree	of	acting	quality	as	evidenced	with	certain	minor	roles	of	the	micro-budget	test	film	Stakes	(Owen,	2015).		
2.5.4	Principal	photography	The	primary	period	scheduled	for	filming	is	known	as	principal	photography.	The	first	day	of	principal	photography	effectively	signifies	the	end	of	pre-production	elements	and	the	commencement	of	production.	The	key	stages	of	filming	are	depicted	in	Figure	2	of	this	section.	
Figure	2:	Standard	production	stages	
	Source:	Owen	(2016)	While	not	all	filming	occurs	within	the	principal	photography	stage,	the	vast	majority	of	core	scenes	are	captured	by	the	main	crew	(first	unit)	during	this	period.	For	most	films,	each	day	of	principal	photography	represents	a	significant	expense	against	a	film’s	budget,	which	has	been	previously	allocated	across	a	predetermined	number	of	days.	Essentially,	each	day	of	principal	
Pre-production:	Budget	development,		auditions	&	casting,	location	scouting,	costume	design,	script	breakidown,	shooting	schedule	development,	crew	selection,	commencement	of	multiple	administrative	functions	
Production:	(Principal	photography)	the	period	during	which	the	movie	is	qilmed,	with	actors	on	set	and	cameras	rolling	
Post-production:	Editing	vision	to	match	story	narrative,	creating	visual	effects,	sound	correction,	ADR	&	foley,	composing	music,	mixing	audio	elements,	colour	correction,	transfers	to	digital	mediums	that	may	be	required	for	viewing	
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photography	costs	a	sizable	amount	regardless	of	the	success	or	failure	rate	in	securing	the	desired	filmic	output.	On	average,	the	principal	photography	‘standard’	range	has	generally	resided	between	Roger	Corman’s	typical	10-day	schedule	and	epics	such	as	James	Cameron’s	Titanic	(1997)	at	160	days	(Hubschman,	2012).	However,	on	the	outer	spectrum,	the	contrast	is	even	greater	with	Corman’s	Little	Shop	of	Horrors	(1960)	taking	a	little	over	two	days	as	opposed	to	Stanley	Kubrick's	final	film	Eyes	Wide	Shut	(1999)	recorded	by	
Guinness	Book	of	World	Records	as	the	longest	shoot	at	400	days	(Kit,	2012).	The	number	of	days	required	to	complete	principal	photography	correlates	closely	to	a	film’s	total	cost	under	the	current	production	paradigm.	Moreover,	unanticipated	problems	and	delays,	which	are	frequently	common	during	this	period,	have	significant	impact	on	costs.	Many	top	producers	and	directors	experience	difficulties	that	result	in	schedule	overruns,	leading	to	budgetary	blowouts.	Waterworld	(Reynolds,	1995),	Apocalypse	Now	(Coppola,	1997),	The	
Lone	Ranger	(Verbinski,	2013)	and	World	War	Z	(Forster,	2013)	all	suffered	sizable	cost	overages	due	to	additional	filming	days.	However,	an	even	greater	overrun	was	experienced	by	Spielberg’s	Jaws	(1975)	where	the	scheduled	55	days	of	filming	resulted	in	159	days	of	filming;	an	overschedule	of	104	days	(McBride,	2010).	The	challenge	to	squeeze	filming	into	compressed	periods	of	time	inevitably	pressures	directors	to	accept	certain	compromises.	These	compromises	become	quite	evident	in	the	quality	of	the	final	film	if	budgets	do	not	appropriately	reflect	the	anticipated	project	outcome.		Developing	an	alternative	micro-budget	film	model	relies	to	some	degree	on	the	how	the	period	of	principal	photography	can	be	extended	without	compromise,	at	a	minimal	cost	when	compared	to	the	current	film	production	model	in	Australia.			
2.5.5	Post-production	Post-production	is	the	third	stage	of	a	standard	film	production	(refer	to	Figure	2	in	section	2.5.4)	and	typically	occurs	once	principal	photography	is	complete.	This	stage	encompasses	a	series	of	processes	that	compile	the	various	pieces	of	sound	and	vision	accumulated	during	the	principal	photography	stage.	It	further	
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amalgamates	any	elements	of	computer-generated	imagery	(CGI),	subordinate	film	footage	from	second	units,	and	a	host	of	corrective	essentials	addressing	issues	with	the	raw	sound	and	vision	for	the	project.	Since	a	feature	film	is	made	up	of	many	unsequenced	individual	segments	of	film	footage	captured	over	an	extended	period	of	days,	the	chances	of	varying	light,	sound	and	climatic	conditions	are	great.	To	achieve	an	optimal	narrative,	the	editing	process	must	rearrange	the	chosen	portions	from	the	collective	pool	of	filmed	footage	without	concern	for	matching	light	and	colour	resultant	from	irregular	conditions	during	filming.	Colour	correction,	which	is	also	referred	to	as	‘grading’,	has	an	essential	impact	in	the	final	aesthetic	of	the	film	(Perry,	2015).	The	colour	correction	process	balances	the	shades	and	tones	within	the	film’s	various	images	to	consistently	generate	a	seamless	and	matching	motion	picture	experience.	Editing	and	colour	correction	are	software-driven	post-production	processes	that	employ	a	large	degree	of	similar	skillsets	for	proficient	execution	of	the	two	tasks	in	their	own	right.	On	big	budget	films	these	roles	are	inevitably	performed	by	practitioners	who	have	specialised	talents	in	the	specific	discipline	of	one	or	the	other.	However,	on	smaller	budget	films,	and	many	Australian-produced	films,	the	two	tasks	are	successfully	achieved	by	one	practitioner	with	a	moderate	level	of	skill	in	both	areas.		Over	the	last	decade,	four	non-linear	editing	programs	have	come	to	dominate	the	software	for	editing	feature	films	(Dugdale,	2014),	all	of	which	make	the	editing	process	significantly	less	complicated	and	more	intuitive	to	operate.	During	the	same	period,	the	leading	professional	colour	correction	software	maker	Da	Vinci	Systems	LLC	was	purchased	by	the	Melbourne-based	company	Blackmagic	Design	(Battison,	2009),	which	subsequently	included	their	top	colour	correction	software	(Da	Vinci	Resolve)	at	no	cost	when	purchasing	the	Blackmagic	Cinema	Camera	series	(Blackmagic	Design,	2016).	Da	Vinci	Resolve	is	also	designed	to	be	an	intuitive	and	easy	program	to	operate	by	editors	familiar	with	the	four	popular	digital	non-linear	editing	systems.	Using	the	baseline	of	big	budget	film	productions,	industry	professionals	such	as	editors	and	graders	have	developed	and	fostered	a	work	paradigm	that	remains	
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unsustainable	for	the	current	and	perceivable	future.	Outside	of	a	group	that	are	continuously	employed	in	television,	editors	and	graders	for	feature	films	in	Australia	are	predominantly	engaged	on	a	freelance	basis	(Screen	Australia,	2015).	Feature	film	productions	for	the	most	part	are	short-term	business	start-ups	that	maximise	the	opportunity	to	contract	post-production	resources	through	independent	commercial	arrangements.	Effectively,	the	film	production	is	purchasing	services	from	another	company,	albeit	a	sole	proprietorship	in	most	cases.	Thus,	the	freelance	editors	and	graders	are	in	need	of	achieving	a	significant	wage	premium	to	offset	the	inconsistencies	of	employment	that	result	from	the	size	of	the	industry.	Thus,	the	current	industry	paradigm	that	fosters	freelance	practitioners	in	turn	reduces	the	sustainability	of	those	same	freelance	operators.	The	freelance	structure	typically	leaves	editors	and	graders	exposed	(Oughton,	2017)	to	the	following	challenges:-	
• Highly	demanding,	short	intense	periods	of	post-production	work	
• Excessive	work	hours	during	the	short	periods	of	employment	
• The	need	for	premium	wages	to	offset	unemployment	
• Frequent	competitive	pressure	to	continually	gain	employment	Job	insecurity	is	the	resulting	outcome,	and	many	skilled	practitioners	depart	the	industry	prematurely	to	pursue	a	more	sustainable	career	pathway	that	leads	to	a	predicable	income.	Frequently,	the	alternative	career	path	selected	by	these	practitioners	recognises	the	developed	skillsets	and	ends	in	a	related	lecturing	position	in	media	studies	at	higher	education	institutions.	The	micro-budget	film	trial	Stakes	(Owen,	2015)	suggests	that	a	new	model	can	successfully	address	the	freelance	issues	by	combining	an	element	of	higher	education.	This	in	turn	would	alleviate	the	cost	overruns	in	the	area	of	editing	and	colour	correction	while	potentially	drawing	skilled	practitioners	from	the	metropolitan	centric	talent	pool	to	support	a	micro-budget	model	focused	on	regional	importance.		
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2.5.6	Regional	Importance	Regional	towns	differ	noticeably	from	their	metropolitan	counterparts	in	a	broad	range	of	aspects	(Budge,	2011)	that	impact	on	the	total	costs	for	film	production	budgets.	On	the	surface,	permits	for	filming,	minimal	parking	fees,	and	low	administrative	costs	are	obvious	benefits	associated	with	regional	towns	over	metropolitan	centres.	However,	these	savings	represent	only	a	small	portion	of	the	overall	benefits	that	can	be	experienced	when	filming	in	regional	areas.	These	benefits	mean	that	a	regional	setting	is	a	potentially	critical	factor	in	a	micro-budget	model.	In	a	micro-budget	model,	the	scale	and	size	of	any	given	town	corresponds	directly	to	the	energy	and	cost	required	to	elevate	a	film	project	to	the	position	of	a	major	event	in	same	local	area	(DeVany	&	Walls,	1997).	Thus,	the	selection	of	a	regional	area	provides	the	opportunity	to	become	part	of	the	community’s	pride	and	presence	as	opposed	to	being	lost	in	the	plethora	of	urban	marketing	campaigns	and	nationally	sponsored	events	in	cities	such	as	Sydney,	Melbourne	and	Brisbane.	In	larger	metropolitan	cities,	and	centres	with	populations	beyond	100,000	breaking	through	the	overwhelming	volume	of	information,	advertising	and	prominent	events	with	any	meaningful	presence	is	unlikely	(Business	Wire,	2004)	for	a	micro-budget	film	operating	on	minimal	funds.	Moreover,	capital	cities	and	large	urban	centres	are	generally	exposed	to	big	budget	film	productions	and	an	intense	array	of	marketing	tactics	on	a	daily	basis.	As	a	result	of	that,	those	local	populations	can	become	desensitised	and	a	micro-budget	film	may	have	difficulty	obtaining	local	enthusiasm	to	its	being	filmed	in	that	region.	Population	is	a	critical	factor	in	identifying	a	region’s	capability	to	support	a	micro-budget	model.	A	film	project	must	be	able	to	achieve	community-wide	awareness	to	attract	a	significant	level	of	interest,	but	must	also	be	able	to	obtain	an	adequate	pool	of	people	to	meet	the	audition	minimums.	Population	centres	less	than	30,000	are	unlikely	to	provide	(Australian	Bureau	of	Statistics,	2003)	an	adequate	volume	of	auditions	to	cast	from,	which	can	limit	the	quality	of	acting	and	available	crew.	This	leads	to	a	considered	approach	of	the	regional	
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area	selected	for	the	film	production,	as	it	becomes	highly	interdependent	with	the	available	filming	locations	of	that	same	area.	A	filming	location	provides	a	backdrop,	and	alternative	to	using	constructed	studio	sets	or	a	studio	backlot.	Often	these	locations	provide	greater	realism	than	can	be	produced	in	studios	or	by	computer	generated	imagery.	A	good	location	can	provide	extremely	high	production	values	at	a	substantially	lower	cost,	and	many	independent,	low-budget,	and	micro-budget	films	utilise	locations	purely	for	budgetary	reasons.	Quentin	Tarantino	effectively	exploited	the	value	of	locations	in	his	first	feature	length	film	Reservoir	Dogs	(Tarantino,	1992)	with	the	bulk	of	the	interior	filming	done	in	a	Los	Angeles	coffee	shop	and	mortuary	(IMDb,	2016).	There	are,	however,	a	number	of	challenges	when	planning	a	production	solely	shot	on	location,	since	securing	locations	appropriately	does	require	a	considerable	volume	of	intensified	work.	For	this	reason,	some	films	limit	the	number	of	locations	at	the	scripting	stage.	Tape	(Linklater,	2001)	was	entirely	filmed	on	one	location	inside	a	Michigan	motel	room.	As	was	Kevin	Smith’s	Clerks	(1994),	which	was	shot	predominantly	at	one	New	Jersey	Quick-Stop	convenience	store.		
2.5.7	Collaboration	Collaboration	is	a	key	and	necessary	element	of	any	successful	micro-budget	model.	Fundamentally,	collaboration	has	underpinned	the	creative	processes	within	the	global	film	industry	for	many	years	(Bordwell	&	Thompson,	2013).	To	some	degree,	popular	film	is	an	art	form	that	provides	a	naturally	collaborative	environment,	relying	on	an	army	of	people,	with	broad	skill	sets	to	realize	the	final	vision.	From	script	to	directorial	instruction,	collaboration	provides	the	impetus	to	maximise	the	characterisation	delivered	to	the	film.	Each	artistic	element	requires	more	than	a	cursory	execution	of	tasks,	as	stiff	acting	or	poorly	delivered	dialogue	can	ruin	even	the	best	script	or	story.	Beyond	the	performer’s	influence,	the	willingness	to	collaborate	extends	to	costume,	cinematographic	techniques	and	the	entire	mise-en-scène.	Editing	style,	grading,	sound	and	music	also	generally	benefit	from	the	wider	contributions	of	an	expanded	pool	of	talent.	
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However,	collaboration	in	the	industry	seems	to	typically	conclude	with	the	creative	elements	of	film	production	(Asher,	1997).	The	Hollywood	style	of	film	production	has	proliferated	in	most	countries	to	become	the	accepted	norm,	with	the	centralisation	of	commercial	aspects	being	dominated	by	the	influence	of	worldwide	box	office	gross	and	ROI.	Unquestionably,	feature	length	films	are	a	manufactured	product	for	sale.		Thus,	those	films	are	expected	to	generate	a	reasonable	ROI	in	order	to	attract	the	necessary	financial	investment	to	establish	their	existence	in	the	onset.	Although,	it	is	not	necessary	to	have	this	structure	represent	the	entire	scope	of	film	production	in	Australia.	This	unbalanced	approach,	which	relies	on	maximum	profit,	has	developed	the	structural	norms	within	the	local	industry.	That	has	resulted	in	a	dependency	on	extensive	government	funding,	and	limited	a	holistic	collaborative	approach.	An	effective	micro-budget	model	could	benefit	from	commercial	arrangements	through	corporate	sponsorship,	product	placement	and	by	leveraging	novel	online	alternatives.	
2.5.7.1	Corporate	sponsorship	Corporate	sponsorship	is	a	common	method	of	creating	goodwill	and	brand	association	through	the	activities	of	another	selected	organisation.	Some	of	these	associations	foster	philanthropic	connections	to	develop	good	corporate	citizenship	as	McDonald’s	achieves	with	Ronald	McDonald	House	Charities	(RMHC,	2016).	Other	firms	pursue	more	direct	associations	that	link	to	commercial	objectives	or	increased	consumer	patronage	as	Carlton	&	United	Breweries	seeks	with	major	sponsorships	of	multiple	sporting	codes	such	as	the	Australian	Football	League,	Cricket	Australia	and	the	National	Rugby	League	in	Australia	(Australian	Sponsorship	News,	2016).	Televised	entertainment	has	effectively	utilised	this	sponsorship	process	since	the	early	1950’s	(Gurowitz,	2013)	and	is	recently	demonstrated	with	Coca-Cola's	sponsorship	of	American	
Idol	(Poggi	&	Schultz,	2014).		Films	have	presented	a	greater	challenge	to	the	corporate	sponsorship	realm	due	primarily	to	the	singular	nature	of	the	media	experience	as	opposed	to	a	continuing	weekly	series.	Generally	overlooked	as	a	potential	opportunity	on	big	budget	films,	the	possibility	for	the	alliance	becomes	far	more	realistic	in	a	
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micro-budget	model.	Films	produced	for	less	than	$500,000	can	be	more	attractive	to	corporate	sponsorship	if	positioned	to	align	with	a	company’s	goals	(Hampp,	2010)	given	that	placement	of	passive	advertising	within	the	arts	is	widely	accepted	in	consumer	perceptions	(Meenaghan	&	Shipley,	1999).	From	a	value	proposition,	sponsoring	an	entire	motion	picture	for	the	cost	of	one	product	placement	could	be	of	interest	at	the	corporate	level	since	it	induces	wider	and	more	sustained	recognition	(O'Reilly,	2015).	This	is	highlighted	in	Procter	&	Gamble’s	collaboration	with	Walmart	on	films	such	as	Secrets	of	the	
Mountain	(Barr,	2010),	The	Jensen	Project	(Barr,	2010)	plus	others	(Hampp,	2010)	providing	demonstrable	successes	of	a	sponsor	funded	low-cost	production	model.	
2.5.7.2	Product	placement	Product	placement	in	motion	pictures	has	been	a	mainstay	of	the	industry	with	many	global	companies	investing	continuously	over	the	years.	Capping	100	years	of	product	placement,	Cadillac	invested	heavily	(Irwin,	2003)	in	The	Matrix	
Reloaded	(Wachowski	&	Wachowski,	2003),	BMW	Mini	Cooper	as	well	in	the	remake	of	The	Italian	Job	(Gray,	2003).		Heineken	continues	to	support	its	15-year	association	with	the	James	Bond	franchise	by	providing	“a	reported	$45	million	for	a	product	placement	in	2012’s	Skyfall”	(Nathanson,	2013,	“Economics	of	Product	Placements,”	para	2).		Certainly,	product	placements	have	been	a	key	element	for	the	Bond	franchise	throughout	its	50-year	history	selling	placements	to	brands	such	as	BMG,	Bollinger	and	Heineken	(Nathanson,	2013).		MGM	broke	advertising	records	in	its	1999	Bond	film	The	World	is	Not	Enough	through	selling	$100	million	worth	of	product	placements	and	repeated	its	performance	in	its	2008	Bond	film	Quantum	of	Solace	(Nathanson,	2013).	As	print	and	television	advertising	become	less	effective,	brand	managers	strive	for	new,	diverse	and	more	effective	methods	of	achieving	brand	recognition.	Online	properties	have	certainly	been	the	top	beneficiary	in	recent	years	(PricewaterhouseCoopers	LLP,	2016),	however,	product	placement	or	outright	sponsorship	of	an	entire	micro-budget	film	provides	viable	alternative	opportunities	for	global	brands	searching	to	stand	out	from	a	crowded	space.	
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2.5.7.3	Crowdfunding	In	recent	years	crowdfunding	has	generated	a	great	deal	of	interest	and	belief	in	the	notion	that	raising	funds	from	the	online	masses	is	a	solution	to	many	independent	financing	needs.	Whilst	there	have	been	a	number	of	standout	successes	internationally	such	as	Amanda	Palmer’s	album,	art	book	and	tour	Kickstarter	project	that	targeted	$100,000	in	pledges	as	a	goal	yet	received	$1,192,793	from	24,883	backers	(Palmer,	2016)	and	in	Australia	where	Cedar	and	Stuart	Anderson	from	Byron	Bay	raised	US$13,275,025	after	originally	going	to	Indiegogo	for	a	significantly	lesser	amount	of	$100,000	(Anderson	&	Anderson,	2015)	there	are	also	several	vulnerabilities	(Price,	2016)	and	risks	associated	with	this	style	of	funding	(Macheel,	2016).	Furthermore,	there	have	been	a	number	of	questionable	outcomes	(Del	Castillo,	2016)	and	what	is	not	evident,	is	the	number	of	failures,	bias	of	benefactors,	and	the	reliability	of	data	in	calculating	the	success	rates	verses	failures.	While	the	most	successful	beneficiaries	of	the	crowdfunding	wave	appear	to	be	game	design,	software	and	cryptocurrency,	films	have	also	enjoyed	a	reasonable	segment	of	funds	raised.		The	sequel	to	the	2001	American	crime-comedy	Super	Troopers	(Chandrasekhar,	2001)	raised	more	than	$4.5	million	through	crowdfunding	(Indiegogo,	2015)	to	produce	the	second	film	Super	Troopers	2	(Chandrasekhar,	2016).	Films	such	as	
Veronica	Mars	(Thomas,	2014)	and	Wish	I	Was	Here	(Braff,	2014)	managed	to	raise	several	million	utilising	Kickstarter	(Zakarin,	2013).	Some	recognised	film	producer/directors,	such	as	Spike	Lee	have	tested	the	process	with	varying	results	(Lee,	2014).		However,	the	most	likely	crowdfunding	model	for	Australian	films	was	set	by	the	2014	independent	film	Wyrmwood:	Road	of	the	Dead	(Roache-Turner,	2014),	which	raised	$60,000	through	Indiegogo	(Groves,	2014).	The	Roache-Turner	brothers	approached	crowdfunding	as	a	supplement	to	the	other	forms	of	traditional	Australian	financing	(Healey,	2015),	adding	to	Screen	Australia’s	funds	while	also	relying	on	friends	and	family	as	benefactors.	A	secondary	benefit	highlighted	by	director	Kiah	Roache-Turner	was	the	value	of	marketing	hype	that	the	crowdfunding	platform	generated	while	building	a	fan	base	and	audience	for	the	film	(Healey,	2015).		
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2.5.8	Government	subsidies	Government	subsidies	are	a	common	fixture	among	most	developed	nations	(Coppens,	2014).	In	Australia,	subsidies	have	formed	the	basis	for	strengthening	many	aspects	of	modern	society.		Fundamentally,	subsidies	are	a	politically	determined	redistribution	of	tax	revenue	that	is	defined	and	delivered	in	various	forms	across	a	broad	spectrum	of	areas	throughout	the	nation.	Subsidy	decisions	for	industry	can	serve	to	support	political	agendas	that	centre	on	the	view	that	it	is	necessary	or	merited	to	sustain	particular	segments	of	the	economy.	There	has	been	a	long	and	sometimes	controversial	history	for	the	allocation	of	subsidies	(Myers	&	Kent,	2001),	and	economic	pressures	tend	to	reduce	available	funding.	In	Australia,	government	film	subsidies	are	best	recognised	through	the	Commonwealth	funding	agency	Screen	Australia,	which	represents	the	largest	fiscal	pool	of	film	funding	nationally.		Delivering	nearly	$100	million	in	subsidies	annually,	Screen	Australia	provides	the	core	funding	support	for	filmmaking	in	Australia	under	the	current	production	paradigm	(Screen	Australia,	2016).	It	can	be	argued	that	cultural	policy	has	informed	subsidy	decisions	more	so	than	political	pressures	or	economic	imperatives	of	the	Australian	film	industry	(Ryan,	2009).	Some	may	suggest	that	without	the	cultural	impetus,	Australian	cinema	would	be	reduced	to	a	trivialised	level	(O'Regan,	1996).	Whilst	preservation	of	high-arts	in	motion	pictures	is	certainly	of	critical	importance	in	maintaining	cultural	identity	(Cao,	2012),	it	by	no	means	guarantees	or	facilitates	the	continued	existence	of	a	viable	film	industry	in	Australia.		Substantial	cultural	value	is	gained	by	the	generation	of	distinguished	motion	pictures	that	are	garnished	with	international	acclaim.	In	fact,	Australia	consistently	achieves	well	in	terms	of	receiving	critical	acclaim	in	the	global	motion	picture	industry.	However,	the	notion	that	an	entire	industry	can	be	supported	on	the	output	of	a	handful	of	subsidised	masterpieces	each	year	seems	imprudent	at	best.	Since	government	subsidies	are	embedded	as	the	cornerstone	of	the	current	film	production	paradigm	in	Australia,	the	subsequent	dependency	on	screen	funding	has	promoted	and	developed	a	subsidy-driven	culture	of	film	production	for	
		 48	
more	than	a	generation.	However,	subsidies	themselves	perpetuate	their	own	shortcomings	by	undermining	the	efforts	to	adapt	to	market	changes	while	encouraging	recipients	to	redirect	their	focus	to	lobbying	government	at	the	expense	of	improving	or	developing	novel	methods	for	production	(National	Commission	of	Audit,	2014).	This	redirection	of	attention	is	largely	evident	in	the	current	Australian	film	industry.	Hence,	the	concept	of	reduction	or	removal	of	inherent	funding	predictably	generates	harsh	criticism	and	concern	within	the	film	community.	This	was	recently	voiced	by	Screen	Producers	Australia	CEO,	Matthew	Deaner,	in	response	to	more	announced	budget	cuts,	who	referred	to	it	as	“hacking	at	the	base	of	Screen	Australia	through	isolated	cuts”	which	was	“damaging	to	the	industry”	(Deaner,	2015,	“Statement	on	funding	cuts,”	para	2).	Government	assistance	extends	further	than	simply	subsidising	creative	content	or	motion	pictures.	Purpose	built	production	studios	have	received	significant	investment	and	financial	assistance	backed	predominantly	by	state	level	authorities.	While	subsidy	is	explicitly	outside	the	micro-budget	model	it	is	useful	to	be	aware	of	the	areas	of	funding	that	have	generated	positive	outcomes.	One	successful	area	of	funding,	subsidised	studio	facilities,	is	discussed	in	Section	2.5.8.2.	
2.5.8.1	State	subsidies	Building	upon	the	national	funding	layer,	individual	states	and	territories	also	vie	for	film	productions	through	various	supplementary	subsidies,	incentives	and	a	range	of	peripheral	schemes.	Currently	each	Australian	state	and	territory	maintains	a	film-funding	agency.	In	Queensland,	Screen	Queensland	supports	producers	who	create	feature	film	projects	intended	for	theatrical	release.	The	state	funding	body	actively	works	to	attract	big	budget	Hollywood	style	international	films	by	providing	a	wide	range	of	incentives	and	services.	The	state’s	production	attraction	program	assists	with	a	host	of	financial	backing	and	support	activities	(Screen	Queensland,	2016).	With	somewhat	less	exuberance,	the	initiatives	also	subsidise	local	producers,	while	emphasising	indigenous	screen	programs	and	pushing	gender	parity	targets.	In	an	attempt	to	differentiate	itself	from	other	states,	the	funding	body	
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announced	an	Australian	first	in	2015	with	a	100%	subsidy	to	fully	fund	a	$1	million	feature	film	for	exclusive	online	release	through	the	video-on-demand	streaming	company	Stan	(Screen	Queensland,	2016).		New	South	Wales	is	Australia’s	leading	state	for	film	production,	with	Sydney	maintaining	a	significant	position	in	the	filmmaking	industry.	Almost	60%	of	Australians	who	are	employed	in	screen	production	reside	in	NSW	with	the	majority	post-production	businesses	located	there	as	well	(ScreenNSW,	2014).	The	state’s	funding	body,	ScreenNSW,	supports	filmmakers	with	a	range	of	funding	options	for	screen	projects	at	various	stages	of	production.	Similar	in	many	respects	to	the	funding	provided	in	Queensland,	New	South	Wales	competes	directly	with	other	states	for	big	budget	Hollywood	style	international	productions.	With	a	$7.2	million	allocation	approved	for	local	production	in	the	current	financial	year	2015/16,	the	New	South	Wales	government	is	also	heavily	committed	to	attracting	international	productions	with	an	undisclosed	discretionary	program	of	incentives	and	rebates	on	a	case-by-case	basis.	The	discretionary	program	has	been	known	to	exceed	the	entire	annualised	budget	amount	on	select	international	films,	which	ultimately	perpetuates	the	stagnancy	of	the	current	production	paradigm.		While	ScreenNSW	also	subsidises	regional	production	in	the	state	through	the	Regional	Filming	Fund	grants	(ScreenNSW,	2014)	the	most	significant	contribution	to	supporting	independent	filmmaking	has	been	the	structural	reform	by	way	of	the	film	friendly	protocol	that	reverses	the	onus	of	responsibility	to	provide	access	to	state	owned	properties	for	use	as	filming	locations	(NSW	Department	of	Local	Government,	2009).	With	no	real	cost	or	reliance	on	funding,	the	film-friendly	protocol	creates	the	presumption	that	filming	activities	are	allowed	in	the	absence	of	justifiable	and	compelling	reasons	set	forth	in	writing	by	local	councils	or	government	agencies.	While	this	policy	on	the	surface	would	seem	rather	insignificant,	it	establishes	a	major	benefit	since	the	reversal	of	responsibility	now	creates	a	bureaucracy	in	favour	of	streamlined	film	production	for	a	micro-budget	model.	Although	this	is	a	notable	step	forward	in	support	of	small	film	productions	it	appears	to	be	ignored	or	opposed	in	other	states	including	Victoria.	
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Film	Victoria	competes	with	both	New	South	Wales	and	Queensland	for	big-budget	international	productions.	Whilst	the	film	funding	body	also	delivers	a	broad	ranging	incentive	scheme,	the	scale	of	funding	is	relatively	minor	compared	to	a	single	big	budget	production.	In	similar	form	to	New	South	Wales,	Film	Victoria	maintains	an	undisclosed	discretionary	funding	capability	to	attract	large	international	productions	(Film	Victoria,	2016).	While	the	three	eastern	states	present	a	similar	proposition	designed	to	foster	and	attract	large	budget	productions,	they	in	turn	are	precariously	exposed	to	the	effects	of	national	subsidy	reductions,	and	more	so	to	a	widening	federal	deficit	that	impacts	sensitive	social	programs	that	aggressively	compete	for	an	increasingly	limited	pool	of	funding.	The	South	Australian	Film	Corporation	is	responsible	for	delivering	their	respective	state	incentives,	which	are	generally	in	line	with	the	three	eastern	states	(South	Australian	Film	Corporation,	2017).	However,	South	Australia	focuses	more	on	independent	and	local	producers	(South	Australian	Film	Corporation,	2017)	as	opposed	to	pursuing	the	big	budget	international	productions.	Similar	to	the	other	states,	tax	exemptions,	post-production	support	and	a	revolving	film	fund	loan	are	all	available	to	qualifying	productions.	One	notable	difference	in	the	state	is	the	Adelaide	Studios	Incentive,	which	provides	funded	access	to	professional	studio	facilities	that	are	managed	by	the	South	Australian	Film	Corporation	on	behalf	of	the	South	Australian	industry	(South	Australian	Film	Corporation,	2016).	The	Adelaide	Studios	are	a	central	creative	precinct	for	the	screen	industry	in	South	Australia,	as	well	as	being	the	headquarters	for	the	South	Australian	Film	Corporation	itself.	Studio	facilities	and	their	direct	connection	to	local	and	state	government	appear	to	be	largely	misunderstood	and	significantly	undervalued	when	framed	by	the	current	subsidy	driven	production	paradigm.	In	the	following	section	(Section	2.5.8.2)	their	relationship	to	existing	production	and	success	is	discussed	in	more	detail.	The	balance	of	states	and	territories	deliver	smaller	funding	schemes	generally	restricted	to	localised	interests	or	specific	social	strategies.	In	Tasmania,	funds	are	only	open	to	‘emerging’	or	‘experienced’	practitioners	that	demonstrate	the	potential	to	benefit	Tasmania’s	screen	industry	(Screen	Tasmania,	2016).	The	
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Northern	Territory	grants	support	the	local	and	cultural	aspects	(Northern	Territory	Film	Office,	2016)	while	the	ACT	restricts	its	funding	to	films	that	highlight	Canberra	plus	a	caveat	that	requires	the	makers	to	achieve	international	commercial	success	(ScreenACT,	2016).	Weighed	down	by	the	largest	deficit	on	record,	Western	Australia	screen	funding	is	a	questionable	proposition.	As	of	2016	the	state	authority	has	no	official	incentives	(ScreenWest,	2016)	although	the	likelihood	of	minor	future	funding	appears	to	be	a	political	necessity.	The	common	policy	that	seems	generally	consistent	throughout	the	state’s	film	funding	initiatives	is	one	where	the	bulk	of	funding	goes	towards	big-budget	productions	that	support	only	a	limited	number	of	producers.	Such	a	funding	ethos	ignores	the	‘Ozploitation’	period,	which	achieved	a	remarkable	annual	volume	compared	to	the	current	film	output	as	it	presents	itself	today	(Screen	Australia,	2016).		The	term	‘Ozploitation’,	first	coined	in	the	Australian	documentary	Not	Quite	Hollywood:	The	Wild,	Untold	Story	of	Ozploitation!	(Hartley,	2008),	describes	a	period	of	cinematic	revival	from	1970’s	throughout	the	1980’s	that	is	best	characterised	by	its	flagrant	level	of	gore	and	liberal	use	of	lewd	behaviour	(Cao,	2012)	while	being	generally	recognised	for	its	R-ratings	(Hartley,	2008).	While	not	always	appealing	to	broad	audience	of	tastes,	it	continues	to	stand	as	the	defining	period	during	which	a	large	volume	of	low-budget	films	occurred	in	Australia	supported	by	a	screen-funding	scheme	known	as	the	10ba	Concession.		The	10ba	tax	incentive	appealed	to	private	investors	with	a	150%	tax	concession	on	funds	invested	in	a	film	production.	On	average	for	the	four	years	from	1983	–	1987	the	10ba	concession	achieved	an	exceptional	volume	output	of	150	films	annually	(Screen	Australia,	2016)	compared	to	the	recent	four-year	average	ending	2015,	of	35	films	(Screen	Australia,	2015)	hemmed	in	by	current	subsidy	regimes.	The	underpinning	factor	supporting	Ozploitation	films	was	again	a	form	of	tax	concessions	although	devoid	of	restrictive	conditions	imposed	by	funding	authorities.	The	10ba	concession	allowed	investors	the	chance	to	offset	income	taxes	to	a	great	degree	while	providing	producers	with	unfettered	creative	ability	to	produce	a	film	of	qualities	commensurate	with	no	preconceived	
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cultural	or	personal	tastes	(Ryan,	2009).	Although	the	budgets	and	subject	matter	varied	greatly	during	the	Ozploitation	period,	the	trend	was	clearly	reliable	and	leaning	towards	the	low	to	micro-budget	range	before	the	scheme	was	gradually	phased	out	and	replaced	with	the	Producer	Offset	(Screen	Australia,	2016).	
2.5.8.2	Studios	Subsidised	film	production	studio	facilities	have	increased	at	significant	rates	in	recent	years.	Whilst	the	concept	of	state-owned	or	government-funded	production	studios	are	not	new,	the	state-controlled	studios	of	the	past	were	predominantly	dedicated	to	generating	politically-driven	and	biased	content	with	the	intention	of	serving	the	specific	national	agendas	of	their	supporting	investors	(Taylor,	1998).	In	the	modern	era,	the	need	for	film	studios	to	operate	as	‘propaganda	machines’	is	left	now	to	historical	debate	(Rentschler,	1996).		However,	the	drive	for	state	and	federal	agencies	to	subsidise	film	production	studio	facilities	remains	an	active	element	on	many	political	agendas.	With	the	advent	of	runaway	productions	from	Hollywood,	many	cities	around	the	globe	have	attempted	to	entice	the	big-budget	international	productions	to	consider	their	area	as	the	chosen	filming	location.	A	Runaway	production	is	the	departure	or	outsourcing	of	a	U.S.	film	production	that	is	intended	for	initial	release	in	the	American	market	(Monitor	Company,	1999).	Generally	acknowledged	as	an	American	film	project	relocated	to	another	country	such	as	Canada,	Australia,	the	United	Kingdom,	South	Africa	and	various	other	regions	(Herd,	2004)	to	maximise	cost	savings	through	tax	incentives,	subsidies	and	currency	advantages	(Spaner,	2003).	More	recently	with	the	emergence	of	Louisiana,	Georgia	and	New	Mexico	aggressively	competing	for	feature	film	productions,	the	term	has	broadened	its	scope	to	signify	any	film	production	departing	Hollywood	or	the	state	of	California.	The	first	broadly	successful	recipient	of	the	drive	to	attract	the	large	Hollywood	films	occurred	in	the	late	1980s	after	lobbying	efforts	by	the	western	Canadian	film	industry	convinced	the	Government	of	British	Columbia	in	Canada	to	invest	in	renovating	a	disused	industrial	site	into	a	film	production	studio	facility	
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(Bridge	Studios,	2016).	Since	that	decision,	Vancouver	BC	has	succeeded	in	establishing	one	of	the	largest	film	production	industries	outside	of	Los	Angeles,	generating	over	a	billion	dollars	annually	for	the	region.		In	the	years	that	followed,	Vancouver	–	also	known	as	Hollywood	North,	exploited	the	exodus	from	California	(Spaner,	2003)	as	big-budget	film	producers	pursued	savings	through	lower	cost	production	locations,	foreign	currency	exchange	rates,	and	the	introduction	of	tax	incentives	outside	of	the	USA.	Vancouver	enjoyed	a	near	monopoly	on	the	runaway	productions	for	more	than	a	decade	(Spaner,	2003)	due	in	part	to	the	comprehensive	production	facilities	establish	by	their	respective	provincial	government	(Hollywood	North	FilmNet,	2002).	However,	by	the	late	1980s,	a	number	of	foreign	national	and	state	governments	were	analysing	Vancouver’s	success	and	adopting	similar	plans	to	attract	the	Hollywood	film	producers	(Scott	&	Pope,	2007).		One	adopter	of	the	strategy	in	2002	was	the	Bracks	Government	in	Victoria,	as	the	Australian	film	industry	was	emerging	as	a	viable	alternative	for	runaway	productions.	With	sizable	government	subsidies	and	attractive	currency	exchange	rates	compounded	by	the	success	of	Fox	Studios	Australia	in	NSW,	the	Victorian	state	government	invested	heavily	in	a	film	production	studio	complex	with	hopes	of	achieving	a	similar	result.		In	2004	Docklands	Studios	Melbourne	opened	(Docklands	Studios	Melbourne,	2016)	under	the	former	name	Melbourne	Central	City	Studios,	amidst	renewed	pressure	from	Canada,	which	was	developing	a	much	larger	studio	complex	in	Toronto	(Vlessing,	2007)	as	well	as	a	highly	competitive	drive	by	the	state	of	Louisiana	(McDonald,	2013)	to	reverse	the	exodus	of	Hollywood	film	productions	from	the	USA.	Conversely,	Docklands	Studios	Melbourne	provides	a	striking	degree	of	contrary	evidence	to	the	concept	that	film	studio	facilities	will	necessarily	attract	sufficient	income	from	big-budget	film	productions.	Although	the	Docklands	Studios	Melbourne	provided	state	of	the	art	facilities	from	inception,	the	studio	operation	was	unable	to	attract	the	intended	volume	of	big-budget	productions.		As	a	result,	after	a	long	period	of	vacancy	the	Victorian	government	repurposed	the	studios	towards	television	production	in	2012	(Docklands	Studios	Melbourne,	2013).		
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The	continued	expansion	of	large	studio	facilities	worldwide	appears	to	be	reaching	a	saturation	point	as	independent	production	studios	compete	for	a	limited	quantity	of	big-budget	film	productions.	Moreover,	as	councils	and	states	consider	reductions	to	the	growing	cost	of	subsidising	film	productions,	the	attraction	of	production	facilities	may	become	a	much	smaller	element	in	the	overall	cost	equation	for	producers	chasing	the	most	economical	production	model.	Louisiana’s	lieutenant	governor,	recently	highlighted	this	risk	by	proposing	cuts	to	funding	(Cieply,	2016).	Subsidised	studio	facilities	mirror	the	issues	that	are	being	presented	by	the	various	production	subsidy	initiatives	(Cieply,	2016).	That	is,	under	the	current	structure	of	a	heavily-subsidised	industry,	they	are	inefficient,	unsustainable	and	likely	to	become	redundant	in	the	absence	of	government	funding.	In	contrast,	the	concept	of	a	studio	with	production	facilities	on	a	smaller	scale	could	have	extraordinary	benefits	to	the	locale	in	a	micro-budget	model	and	could	be	self-sufficient.	The	systemic	failure	of	the	Docklands	Studio	Melbourne	was	not	necessarily	due	to	ill-conceived	fundaments.	It	seems	more	likely	due	to	the	polarised	idea	that	only	one	model	of	subsidised	film	production	can	support	the	industry	and	that	big-budget	Hollywood	films	represent	the	only	worthwhile	target	for	revenue.	
2.5.8.3	The	subsidy	cycle	Government	assistance	to	industry	has	been	a	broad	and	ongoing	feature	of	policy	for	more	than	a	century.	The	amount	of	assistance	is	considerable	with	the	Commonwealth	government	providing	$17.3	billion	in	2011-12	alone	(National	Commission	of	Audit,	2014).	The	textile,	clothing	and	footwear	industries	have	had	a	long	and	various	regime	of	government	subsidies	in	Australia	(Weller,	2007).	However,	the	past	few	decades	has	shown	that	many	firms	in	those	industries	are	failing.	As	a	result	of	the	reduced	funding,	the	vast	majority	of	enterprises	engaged	in	these	industries	have	shifted	production	to	low-cost	labour	regions	of	the	world	such	as	China	(Sharp	&	Zappone,	2009).		The	automotive	industry	has	suffered	a	similar	fate	with	a	long	period	of	government	support	ending	quite	recently	(ABC,	2013).	After	abolishing	
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subsidies,	the	three	remaining	automobile	manufacturers	–	Ford,	Holden	and	Toyota	announced	their	collective	exit	from	domestic	manufacturing.	Moreover,	the	correlation	to	subsidy	importance	was	highlighted	by	the	postscript	to	the	exodus	announcements,	with	the	carmakers	demanding	subsidies	continue	to	2017	or	they	would	be	forced	to	close	down	earlier	(Taylor,	2014).	Industries	from	all	sectors	that	become	dependent	on	government	subsidies	become	at	risk	from	political	directives	for	competing	initiatives.	Those	industries	also	become	heavily	exposed	to	the	prevailing	economic	conditions	that	underpin	government	revenues.	At	present,	the	global	drive	to	eliminate	tariffs	and	reduce	trade	barriers	(Liang,	2015)	has	compounded	these	issues	by	effectively	forcing	many	industries	to	pursue	an	aggressive	cost	reduction	strategy.	Such	a	strategy	tends	to	result	in	the	collapse	of	the	domestic	industry	(National	Commission	of	Audit,	2014),	as	businesses	depart	overseas	to	take	advantage	of	low-cost	labour	regions	of	the	world	(Lach,	2012)	in	lieu	of	government	financial	support.	As	unfortunate	as	that	seems,	firms	that	do	not	effectively	address	mature	markets	or	identify	stagnating	production	models	are	left	with	one	of	three	choices:	perish,	depart,	or	lobby	for	subsidies.	The	film	industry	in	Australia	has	chosen	to	lobby,	as	the	option	to	depart	seems	unlikely	for	the	moment.	As	the	offshore	model	of	film	production	is	not	fully	understood,	it	seems	the	easy	move	to	China,	India	or	Vietnam	cannot	supplant	the	industry	in	the	immediate	future.	The	textiles,	clothing,	footwear	and	automotive	industries	highlighted	that	subsidies	expire	or	subside,	due	to	budget	pressures	of	changing	government	policy.	A	list	of	programmes	that	have	experienced	abolishment,	mergers	or	reductions	can	be	seen	in	Table	2.						
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Table	2:	Productivity	Commission	funding	recommendations	
	
Programme	name	
	
	
Abolish	
	
Merge	
	
Reduce	
Funding	
	
	 	 	 	
Specific	film	or	industry	assistance	 	 	 	
	 	 	 	
Automotive	Transformation	Scheme	 ✓	 	 	
Ethanol	production	subsidies	 ✓	 	 	
Rural	Financial	Counselling	Service	 ✓	 	 	
Enterprise	Solutions	Program	 ✓	 	 	
GM	Holden	grant	 ✓	 	 	
Cadbury	Factory	funding	 ✓	 	 	
Steel	Transformation	Plan	 ✓	 	 	
Clean	Energy	Finance	Corporation	 ✓	 	 	
Small	Business	Advisory	Services	Program	 ✓	 	 	
Enterprise	Connect	 ✓	 	 	
Commercialisation	Australia	 ✓	 	 	
	 	 	 	
Screen	Australia	 	 ✓	 ✓	
	 	 	 	Source:	National	Commission	of	Audit	(2014)		
2.5.9	Economic	issues	The	current	economic	outlook	plays	a	significant	role	in	the	overall	sustainability	of	the	Australian	film	industry.	The	nation’s	economic	health	is	central	to	the	ability	of	the	Commonwealth	to	provide	current	funding	levels	for	the	arts.	Historically,	a	number	of	other	sectors	and	industries	in	Australia	have	similar	requirements	to	sustain	their	existence.	Manufacturing,	the	textiles,	and	the	automotive	industries	have	collapsed	and	exited	the	country	in	their	entirety	due	to	diminished	or	eliminated	funding	in	recent	years.	Moreover,	pressures	to	deliver	on	electoral	promises	for	a	host	of	commitments	ranging	from	aged	care	and	disability	to	education	highlight	the	importance	of	prioritisation	of	available	federal	funds	in	light	of	the	rapidly	diminishing	revenue	(Verrender,	2016).	This	prioritisation	and	fiscal	tightening	is	already	underway,	as	seen	by	the	recent	elimination	of	funding	and	closure	of	the	filmmaking	resource	centre	Metro	Screen	in	2015	(Jones,	2015).	Furthermore,	in	the	May	2015	federal	budget,	arts	funding	overall	was	reduced	by	more	than	$100	million	(Cannane	&	Deavin,	2015).	
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With	China	being	Australia’s	number	one	trading	partner,	and	leading	export	market	(Australian	Government,	2015)	the	impact	of	a	global	slowdown	led	by	China	will	present	the	federal	government	policy	makers	with	allocating	limited	funding	to	selected	areas.	Difficulty	in	justifying	the	importance	of	arts	funding	to	subsidise	film	production	verses	funding	critical	social	programs	is	likely	to	result	in	the	reduction	(Karlovsky,	2016)	or	elimination	of	film	subsidies	in	Australia.	Such	a	prospect	underscores	the	importance	of	implementing	a	non-subsidised	successful	micro-budget	model.		
2.6	Distribution	and	Exhibition	Cinema	admissions	per	capita	for	the	top	10	countries	in	2014	ranked	Australia	third	in	the	world	according	to	Marche	du	Film:	Focus	–	World	Film	Market	
Trends	2009–2015	(as	cited	in	Screen	Australia,	2016),	with	age	being	the	dominant	factor	in	determining	the	magnitude	of	screen	media	consumption	(Screen	Australia,	2011).	However,	general	sentiment	among	booking	agents	indicates	that	Australian	films	are	unpopular	with	audiences,	and	perform	poorly	in	cinemas	due	to	weak	advertising	campaigns	(Parr,	2014).	Burns	and	Eltham	argue	it	“is	far	more	likely	that	the	apparent	‘unpopularity’	of	Australian	films	is	in	fact	a	consequence	of	structural	factors	constraining	the	creative	output	of	Australian	film-makers	…	and	the	poor	investment	decisions	of	monopsonistic	screen	funding	agencies”	(Burns	&	Eltham,	2010,	p.111).	A	further	review	of	the	distribution	and	exhibition	models	in	Australia	uncovered	similar	results,	although	to	a	lesser	extent	(Ryan	&	Hearn,	2010).	Distribution	models	worldwide	are,	and	have	been,	undergoing	significant	change	(Cunningham,	Silver,	&	McDonnell,	2010)	with	the	transition	from	35mm	stock	to	digital	cinema	projection,	and	online	delivery	is	shifting	consumer	demands	according	to	the	industry	experts	(Deloitte	Touche	Tohmatsu,	2013).		Over	90%	of	the	world’s	152,000	cinema	screens	are	now	projecting	in	digital	format	(Motion	Picture	Association	of	America,	2015)	with	sustained	cinema	growth	taking	place	in	Asia,	where	China’s	box	office	revenue	has	increased	by	49%	and	now	accounts	for	close	to	half	the	entire	Asia	Pacific	box	office	total	
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(Motion	Picture	Association	of	America,	2015).	Beyond	theatrical	distribution,	online	delivery	to	the	increasing	uptake	of	smartphones	and	tablets	are	changing	consumption	patterns	and	fragmenting	traditional	audiences	into	multiple	user	groups	of	specific	demand.	This	trend	is	well	established	having	first	been	popularised	by	Chris	Anderson’s	Long	Tail	model	(Anderson,	2008),	which	suggests	that	niece	items	are	capable	of	generating	substantial	market	results	collectively	over	an	extended	period	of	time	rivalling	a	blockbusters	large,	much	shorter	head,	of	front-end	performance.	Accordingly	the	Long	Tail	model	of	extended	returns	addresses	fragmenting	audiences	and	continues	to	challenge	the	traditional	distribution	model.	Nevertheless,	distribution	remains	a	key	function	of	the	cinematic	landscape	with	robust	theatrical	distribution	barriers	presented	by	the	dominant	players.		
2.6.1	Distribution	For	most	of	cinematic	history,	an	oligopoly	of	Hollywood	studios	has	maintained	the	dominant	position	in	world	cinema	(Epstein,	2012).	For	most	of	the	last	century,	the	major	studios	have	systematically	sought	to	control	all	facets	of	production,	distribution	and	exhibition	of	films	on	a	global	scale	(Epstein,	2012).	First	known	as	the	Big	Five	–	RKO	Pictures,	Warner	Bros.,	20th	Century	Fox,	Paramount,	and	Metro-Goldwyn-Mayer	-	clearly	overshadow	the	three	remaining	smaller	studios	–	Universal,	Columbia	and	United	Artists.	During	the	height	of	the	Golden	Age	this	oligopoly	of	eight	studios	controlled	more	than	95%	of	the	North	American	market	(Finler,	2003).	Though	the	power	of	the	studios	has	remained,	the	order	and	ultimate	ownership	of	these	organisations	has	been	transformed	through	a	series	of	restructures,	mergers	and	buyouts	(Bordwell	&	Thompson,	2013)	since	the	United	States	Supreme	Court	antitrust	case	of	1948	that	sealed	the	fate	of	movie	studios’	integration	strategy	(DeVany	&	Eckert,	2004).	The	current	industry	is	now	dominated	by	an	iteration	of	the	earlier	eight	studios,	and	referred	to	now	as	the	‘Big	Six’	or	the	‘Majors’	–	Warner	Bros.,	20th	Century	Fox,	Paramount	Pictures,	Universal	Pictures,	Columbia	Pictures,	and	
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Walt	Disney	Pictures	(Schatz,	2010).	Distribution	in	Australia	has	for	the	most	part	been	controlled	by	the	‘Big	Six’	through	the	extension	of	their	localised	subsidiaries	(Screen	Australia,	2015).	Distribution	is	also	an	area	that	has	been	ignored	by	the	Australian	government	funding	bodies	in	their	efforts	to	support	the	local	film	industry.	Whether	the	decision	not	to	intervene	in	the	commercial	distribution	arena	is	a	considered	approach	or	simply	the	lack	of	foresight	resulting	from	a	limited	pool	of	financial	support	is	unknown.	However,	as	a	result,	distribution	of	Australian-made	films	is	left	to	the	commercial	judgement	and	conflicting	interests	of	the	current	distribution	establishment.	In	recent	years,	weakening	screen	funding	policies	have	brought	to	light	the	lack	of	consideration	in	addressing	distribution	as	a	necessary	element	in	supporting	film	production	within	Australia.		
2.6.2	Exhibition	At	present,	cinema	continues	to	prevail	as	the	favoured	release	window	for	the	first	exhibition	of	movies	(Given,	Curtis,	&	McCutcheon,	2013).	However,	exhibition	windows	are	under	threat	in	other	markets,	with	simultaneous	window	releases	gaining	noticeable	interest.	Generally	exhibitors	oppose	simultaneous	cinema	and	video-on-demand	releases,	and	many	cinemas	simply	refuse	to	screen	movies	that	are	available	in	other	windows,	which	was	clearly	evidenced	by	the	boycotting	of	Universal’s	Tower	Heist	(Ratner,	2011)	by	a	large	contingent	of	cinema	chains	across	the	USA	(McClintock,	2011;	Team,	2011).	By	contrast,	alternative	distribution	strategies	are	attractive	to	independent	filmmakers	with	small	budgets,	but	these	strategies	are	considered	to	be	less	appealing	in	Australia	because	the	Producer	Offset	tax	incentive	varies	depending	on	the	release	platform	(Given,	Curtis,	&	McCutcheon,	2013).	Feature	films	produced	for	exhibition	to	the	public	in	cinemas	are	eligible	for	a	40%	offset	while	features	released	on	other	platforms	are	eligible	for	20%	(Screen	Australia,	2014).	Burns	and	Eltham	(2010)	cite	concerns	over	production	policy	because	the	most	problematic	issue	for	micro-budget	filmmakers	continues	to	be	effective	distribution,	since	a	small	group	of	major	players	dominate	the	distribution	network.	This	group	of	distributors,	which	is	predominantly	
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controlled	by	the	major	Hollywood	studios,	maintain	exceptional	influence	over	the	exhibition	sector	(Eliashberg,	Elberse,	&	Leenders,	2006).	Consequently,	these	distributors;	Fox	Film	Distributors,	Sony	Pictures	Releasing,	Walt	Disney	Studios	Motion	Pictures	Australia,	Warner	Bros.	Entertainment	Australia	(via	Village	Roadshow),	Universal	Pictures	International	and	Paramount	Pictures	Australia	maintain	an	overwhelming	degree	of	control	over	available	cinema	screens.	Considering	the	shift	in	communications	created	by	social	networking,	word-of-mouth	presents	a	reasonably	viable	alternative	to	established	methods	of	distribution.	Indeed,	whilst	a	film’s	website	is	important	to	its	marketing,	“Facebook	is	becoming	the	central	clearing	house”	(Bordwell	&	Thompson,	2013,	p.38).	In	addition,	collaborating	with	corporate	advertisers	is	known	to	result	in	broad	ranging	free	publicity	and	heightened	awareness	for	a	film	(Eliashberg,	Elberse,	&	Leenders,	2006).	This	collaborative	approach	was	highlighted	in	the	previous	sections	2.5.7.1	(corporate	sponsorship)	and	2.5.7.2	(product	placement).	Kerrigan	(2010)	reinforces	what	scholars,	professionals,	and	filmmakers	have	come	to	understand;	that	distribution	through	to	the	exhibition	sector	is	the	pivotal	element	in	reaching	consumer	audiences.	Harris	(2016)	takes	the	view	that	Australian	screen	funding	agencies	could	become	more	active	in	the	distribution	segment,	and	proposes	a	spate	of	changes	to	assist	in	the	distribution	of	Australian	films.	While	all	her	concepts	are	logical	and	address	the	issues	of	distribution,	the	problem	remains	that	they	are	fundamentally	dependant	on	government	funding	in	the	way	of	subsidy	in	one	form	or	another.	Further	perpetuating	the	continued	reliance	on	subsidy	funding,	regardless	of	where	it	is	directed,	leaves	the	industry	exposed	to	the	same	economic	issues	that	pressure	the	existing	subsidised	model.		
2.6.3	Theatrical	release	Typically	defined	as	the	initial	opening	in	theatres	or	the	first	screenings	of	a	film,	the	theatrical	release	has	historically	been	a	cinema	only	experience	for	the	exhibition	of	new	movies	to	the	general	public.	For	nearly	a	century,	cinemas	
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have	reigned	as	the	predominant	first	exhibition	medium	for	feature	films	(Silver,	2007),	providing	the	unique	social	experience	of	viewing	a	film	on	the	big	screen	among	an	audience	with	immediate	response.	The	theatrical	release	in	actuality	is	simply	the	continuation	of	the	traditional	film-viewing	platform	that	has	dominated	exhibition	since	the	early	part	of	the	twentieth	century.	Cinema	popularity	as	a	general	form	of	entertainment	has	declined	significantly	since	its	peak	in	the	1940s,	however,	it	continues	to	retain	the	highest	participation	rate	among	the	dominant	cultural	activities	in	Australia	(Australian	Bureau	of	Statistics,	2015).	The	tradition	of	first	releases	occurring	in	cinemas	also	remains	the	preeminent	goal	of	filmmakers	for	a	multitude	of	reasons	beyond	an	immersed	experience.	Firstly,	the	theatrical	release	provides	a	perception	of	credibility	for	a	film	in	the	mainstream	distribution	community	and	the	industry	as	a	whole.	Though	DVD,	subscription	television	and	download	or	streaming	platforms,	such	as	Netflix	and	iTunes	present	viable	alternatives	for	a	film’s	release,	the	vast	majority	of	film	critics	and	industry	executives	continue	to	adhere	to	the	premise	that	cinemas	are	the	venue	for	credible	films	upon	first	release.	Few,	if	any,	mainstream	critics	will	accept	to	review	a	film	that	does	not	release	in	cinemas	(Brody,	2016).	Funding	bodies	also	place	a	great	deal	of	emphasis	on	theatrical	release,	with	criteria	in	some	cases	forcing	this	as	a	conditional	aspect	of	funding	approval.	In	Australia	(Screen	Australia,	2015),	as	in	the	rest	of	the	developed	world,	theatrical	release	is	for	the	most	part	controlled	by	a	small	group	of	companies	that	are	influenced	by	output	deals	with	major	Hollywood	studios	(Bordwell	&	Thompson,	2013).	Cinema	consolidation	in	Australia	has	also	levelled	forces	to	divide	the	theatrical	exhibition	business	into	a	few	dominant	national	chains	and	a	community	of	independent	cinema	owners.	The	Hollywood	output	deals	effectively	preclude	the	exhibition	of	micro-budget	films	in	the	national	cinema	chains	(Epstein,	2005).	Regardless	of	budget,	Australian	independent	films	or	independently	distributed	films	encounter	strong	resistance	in	this	exhibition	channel	as	well	(Harris,	2013).	As	in	other	industries,	there	is	fierce	competition	for	exhibition	screens	and	the	dominant	players	in	the	industry	exert	authoritative	strength	to	force	out	or	eliminate	the	smaller	competitors.	
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Although,	there	still	remain	some	opportunities	to	leverage	the	independent	network,	which	is	outlined	with	examples	provided	in	the	following	section	2.6.4	Independent	cinemas.		
2.6.4	Independent	cinemas	The	independent	cinemas	are	informally	organised	into	a	fragmented	group	of	minor	regional	chains	and	a	multitude	of	individual	proprietors	that	are	collectively	represented	by	the	Independent	Cinema	Association	of	Australia	(ICAA).	A	strong	layer	of	influence	from	the	major	Hollywood	studios	via	their	distribution	subsidiaries	resides	with	the	booking	agents	for	the	independent	cinemas.	The	independent	regional	chains	are	themselves	influenced	by	the	same	group	of	booking	agents	and	their	affiliations,	although	they	can	exercise	a	broader	scope	to	program	independently	should	they	wish	to.	A	small	number	of	booking	agents	program	and	select	the	films	that	screen	at	a	large	portion	of	the	independent	cinemas,	in	turn	determining	the	majority	of	the	independent	cinema	programming	(Parr,	2014).	In	the	current	model,	under	the	standard	terms	of	exhibition,	low-budget	films,	micro-budget	films	and	many	independent	Australian	films	are	simply	unable	to	access	cinema	screens	for	exhibition.	However,	most	independent	cinemas	and	a	number	of	the	small	regional	chains	such	as	Palace	Cinemas,	provide	a	unique	entry	point	to	cinema	screen	access	that	circumvents	the	booking	agents,	distribution	subsidiaries	and	studio	influence.	Cinema	hire	for	functions	commonly	occurs	as	a	supplement	to	independent	cinema	revenue	across	the	nation.	Most	independents	such	as	Regent	Cinemas	Albury	and	smaller	cinema	chains	such	as	Dendy	Cinemas,	augment	their	revenue	stream	by	catering	to	corporate	conferences,	group	functions	and	private	hire.	Community	cinemas	also	encourage	the	hire	of	facilities	to	showcase	independently	produced	films	(Maytom,	2015).			
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2.6.5	Traditional	windows	Resulting	from	the	widespread	popularity	of	videocassette	recorders	(VCRs)	in	the	early	1980’s,	the	Hollywood	studios	devised	a	standard	release	routine	to	regulate	the	exhibition	and	viewing	of	motion	pictures	with	the	intention	of	maximising	revenue	from	a	broadening	choice	of	viewing	platforms.	The	process,	known	as	‘release	windows’,	sets	out	a	period	of	exclusivity	for	viewing	motion	pictures	on	multiple	competitive	mediums	(Epstein,	2005).	Traditionally,	release	windows	have	protected	the	theatrical	revenue	in	cinemas	for	the	opening	months	before	releasing	in	subsequent	windows	of	availability	as	provided	in	Table	3.	
Table	3:	Typical	film	release	windows	
	
Release	window	platforms	
	
	
Period	after	initial	release	
	
Theatrical	 	–	
Premium	VOD	(video-on-demand)	 2-3	months	
Home	Entertainment	(DVD/Blu-ray/pay-per-view)	 4-7	months	
Pay	television	 9-15	months	
Subscription	VOD	(video-on-demand)	 9-15	months	
Network	(free-to-air	television)	 27-30	months	
International	releasing	 Concurrent						Source:	Variety	(2011)		However,	the	digitisation	of	films	combined	with	increased	broadband	speeds	has	empowered	consumers	to	frequent	online	access	of	newly	released	films	simultaneously	to	opening	schedules	in	cinemas.	Moreover,	new	online	enterprises	are	gaining	popularity	at	an	exponential	rate,	compressing	windows	and	challenging	the	ongoing	veracity	of	the	current	release	structure	(Bernstein,	2015).	If	current	trends	continue,	these	new	online	players	may	supersede	the	standard	routine	with	simultaneous	releases	across	multiple	platforms	becoming	the	norm.		
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2.6.6	Online	and	new	players	In	less	than	a	decade,	online	streaming	and	downloads	have	risen	from	being	minor	disrupters	in	the	media	space	to	a	powerful	contingent	of	new	players	redefining	the	general	exhibition	paradigm.	Netflix,	the	dominant	provider	(Wang,	2016)	of	on-demand	internet	streaming	(Sandvine,	2016)	is	continuing	to	challenge	the	established	media	channels	through	an	expansion	strategy	into	regions	beyond	their	traditional	viewers	in	the	United	States.	Now	firmly	entrenched	in	more	than	190	countries	(Netflix,	2016),	Netflix	now	dominates	the	online	movie	business.	As	of	2016	Amazon	Video	and	YouTube	are	the	closest	competitors	with	YouTube	predicted	to	reach	the	top	position	in	less	than	two	years	as	a	result	of	the	rapid	growth	in	African	production	(Sandvine,	2016).	With	more	that	83	million	subscribers	worldwide	(Netflix,	2016)	their	streaming	model	of	film	exhibition	includes	original	content,	blockbuster	movies,	and	a	vast	library	of	films	catering	to	virtually	every	personal	choice.	Providing	such	ease	and	selection	in	viewing	across	multiple	platforms	further	erodes	an	already	shaky	existing	paradigm	while	pressuring	theatrical	exhibition	windows	to	shorten	dramatically.	A	strong	player	in	producing	original	TV	programming,	the	Netflix	exhibition	model	naturally	attracts	low-cost	feature	film	production	as	an	alternative	distribution	model	for	independent	filmmakers.	McClintock	(2014)	identifies	the	emerging	pattern	clearly	by	highlighting	Adam	Sandler’s	deal	to	produce	four	original	feature	films	that	bypasses	the	usual	theatrical	release	and	streams	direct	to	Netflix	customers.	This	follows	on	the	news	of	a	partnership	with	independent	producers	The	Weinstein	Co.	on	Crouching	Tiger,	Hidden	
Dragon:	The	Green	Legend	(Yuen,	2016)	another	feature	production	that	will	debut	exclusively	on	Netflix	and	bypass	cinema	release	(McClintock,	2014).	The	prominent	industry	figure	Harvey	Weinstein	stated	that	the	“moviegoing	experience	is	evolving	quickly	and	profoundly,	and	Netflix	is	unquestionably	at	the	forefront	of	that	movement”	Weinstein	statement	(as	cited	in	Barber,	2014,	“Netflix	First	Original,”	para.	7).	However,	the	battle	over	the	90-day	release	window	in	the	USA	is	continuing,	with	the	four	largest	American	theatre	chains	AMC,	Regal,	Cinemark	and	Carmike	refusing	to	screen	the	Netflix	acquisition	
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Beasts	of	No	Nation	(Fukunaga,	2015)	because	of	plans	to	stream	the	film	simultaneously	during	theatrical	release	(Lang,	2015).	Among	the	increasing	gamut	of	online	movie	competitors,	Apple	provides	opportunities	for	filmmakers	to	distribute	online	via	the	company’s	iTunes	store	(Apple,	2017).	Independent	filmmakers	have	successfully	utilised	iTunes	in	recent	years	to	release	their	films	as	demonstrated	by	For	Lover	Only	(Polish,	2011).	Using	a	direct-to-iTunes	strategy	the	Polish	brothers	only	cost	for	distribution	and	exhibition	was	Apple’s	distribution	fee	of	30%	of	revenue	and	a	further	10-15%	applied	to	the	conversion	formatting	for	download	(Halbfinger,	2007).	The	film	generated	a	profit	of	US$500,000	against	a	purported	$0	budget	(Polish,	2011)	and	was	filmed	using	equipment	they	already	owned	(Pond,	2011).	While	there	were	a	few	thousand	of	expenses	for	food	and	travel,	no	other	costs	were	attributed	to	making	the	film	(Pond,	2011),	which	in	their	view	defines	a	$0	budget	since	they	had	to	eat	anyway	(Pond,	2011).	A	further	hybrid	to	Apple	and	Netflix	is	Amazon	Studios.	This	subsidiary	of	Amazon.com	is	also	taking	aim	at	the	film	production	and	distribution	business	with	the	intention	of	releasing	films	in	cinemas	in	addition	to	their	digital	platform	(Lang	&	Graser,	2015).	Amazon	has	stated	it	will	produce	and	acquire	original	films	for	cinema	release	and	expects	to	produce	about	12	independent	projects	per	year	with	budgets	starting	from	$5	million	(Spangler,	2015).	Cleary	Amazon	Studios	is	attacking	both	the	existing	and	developing	models	with	a	fully	integrated	approach	to	production,	distribution	and	exhibition	across	all	mediums.	In	addition	to	the	iTunes,	Amazon	and	Netflix	offerings,	Australia	has	several	competing	subscription	services	such	as	Quickflix,	Presto,	Stan	and	Telstra	that	provide	an	online	streaming	service	through	Bigpond	Movies.	Foxtel,	a	cable	network	subscription	service,	has	also	competed	in	the	production	to	exhibition	space	in	recent	years,	however,	it	appears	that	intensified	competition	is	eroding	their	customer	base	(Christensen,	2015).	A	flurry	of	activity	around	online	distribution	has	resulted	in	a	series	of	cross	media	alignments	with	terrestrial	television	providers	such	as	Nine	Entertainment	(White,	2014),	Seven	West	(ACCC,	2015)	and	Fairfax	Media	acquiring	equity	in	the	online	distribution	
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entities	(Fairfax	Media,	2014),	signalling	interest	in	the	growth	of	the	delivery	medium.		
2.6.7	Qualifying	success	In	cinema,	success	can	be	measured	by	many	individual	standards.	One	definition	of	success	is	a	film	that	garnishes	a	plethora	of	awards;	even	if	it	makes	no	money.	The	critically	acclaimed	Scorsese	film	Hugo	(2011)	won	five	Academy	Awards,	two	British	Academy	of	Film	and	Television	Arts	Awards,	a	Golden	Globe	with	countless	nominations,	yet	Hugo	is	cited	as	notable	box	office	failure	despite	receiving	near	universal	praise	from	critics	(Schembri,	2012).	Conversely,	another	definition	of	success	is	a	film	that	receives	little	recognition	and	no	accolades,	but	generates	a	respectable	ROI.	Oren	Peli’s	Paranormal	
Activity	(2007)	cost	a	mere	$15,000	to	make;	yet	the	worldwide	gross	to	date	is	$193	million	(Box	Office	Mojo,	2016).	Furthering	on	that	success,	Paranormal	
Activity	2	(2010),	Paranormal	Activity	3	(2011),	Paranormal	Activity	4	(2012),	
Paranormal	Activity:	The	Marked	Ones	(2014),	Paranormal	Activity:	The	Ghost	Dimension	(2015),	have	collectively	grossed	more	than	$878	million	against	a	total	production	budget	of	just	$28	million	(Nash	Information	Services,	2016).	In	many	cases	success	is	simply	achieving	a	theatrical	release	as	many	feature	films	go	straight	to	DVD	(Ryan,	2010).	
2.6.7.1	Cultural	significance	Cultural	significance	in	filmmaking	lays	the	bedrock	of	justification	for	subsidy	supported	film	industries	in	many	countries.	Australian	funding	for	the	arts,	and	particularly	the	film	industry,	has	a	longstanding	relationship	of	tying	cultural	significance	to	funding,	which	has	spanned	several	decades	since	the	inception	of	national	subsidies	by	the	Gorden	government	of	the	late	1960s	(National	Archives	of	Australia,	2015).	Cultural	significance	has	been	a	key	criterion	for	funding	selection	and	approval	throughout	the	period,	and	currently	remains	a	determining	factor	for	Screen	Australia.		Since	the	1970s,	there	has	been	a	‘boom	and	bust’	cycle	in	film	production	(Stratton,	1990)	linked	to	the	fundamental	directions	within	the	various	national	
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funding	authorities	and	their	superseded	policies,	financial	structures	and	agendas.	A	notable	boom	cycle	in	this	trend	was	a	result	of	the	tax	incentive	known	as	the	10ba	(Burns	&	Eltham,	2010)	discussed	previously.	However,	as	Ryan	argues,	“while	many	of	these	titles	were	viewed	as	culturally	debased	and	heavily	criticized	upon	release,	they	have	been	celebrated	in	recent	years	as	the	largely	forgotten	heritage	of	Australian	genre	cinema	following	the	release	of	the	documentary	Not	Quite	Hollywood”	Hartley	narration	(as	cited	in	Ryan,	2012,	p.145).	The	difficulty	in	establishing	what	is	culturally	significant	seems	challenging	due	to	the	subjective	nature	of	the	critic’s	generational	perspectives,	personal	tastes	and	socioeconomic	reference	to	a	specific	genre	of	entertainment.	Ozploitation	provides	support	to	the	concept	that	not	all	Australian	culture	resides	with	films	such	as	Jedda	(Chauvel,	1955),	Picnic	at	Hanging	Rock	(Weir,	1975)	or	The	Man	
from	Snowy	River	(Miller	G.	,	1982).	
Crocodile	Dundee	(Faiman,	1986)	was	produced	under	the	10ba	and	went	on	to	become	a	highly	successful	film,	and	the	popular	post-apocalyptic	Mad	Max	franchise	by	George	Miller	started	as	a	10ba	recipient,	and	launched	the	career	of	a	well-respected	Australian	director.	This	first	dystopian	action	film	from	Miller	demonstrates	the	highly	subjective	nature	of	measuring	success.	Now	considered	a	quintessential	cult	classic	that	continues	to	rate	well	with	viewers	(IMDb,	2016)	the	original	film	opened	to	some	very	critical	reviews.	Los	Angeles	Times	film	critic	Charles	Champlin	gave	a	scathing	review	of	the	entire	film	criticising	virtually	every	aspect	of	the	project	(Florez,	2016).	As	reported	by	Denise	Florez,	Champlin’s	1980	Los	Angeles	Times	review	went	on	to	state:	“Mad	Max”	is	a	road	action	picture	of	such	awful,	shallow	predictability,	populated	by	such	uninviting	and	uninteresting	people,	that	it	is	almost	worth	seeing	as	a	textbook	example	of	how	not	to	make	a	film.	It’s	a	downer	from	Down	Under.	Champlin	review	(as	cited	in	Florez,	2016,	“Downer	from	Down	Under”	para.	8).	Few	would	debate	the	significance	now	of	the	original	low	budget	Mad	Max	(Miller	G.	,	1979)	considering	the	successes	of	the	franchise	and	the	generous	
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accolades	including	six	Academy	Awards	(IMDb,	2016)	from	the	most	recent	instalment	Mad	Max:	Fury	Road	(Miller	G.	,	2015).	The	important	point	of	distinction	is,	‘success’	can	be	dynamic	over	time	and	is	interpreted	based	on	a	variety	of	indicators	that	are	outlined	in	the	following	sections.	
2.6.7.2	Critical	acclaim	Critical	acclaim	is	the	most	frequent	measure	of	success	(Terry,	Butler,	&	De'Armond,	2004)	levelled	by	directors	of	virtually	every	size	of	film.	Australian	funding	agencies	also	value	this	highly	as	the	media	accolades	support	subsidy	decisions	and	provide	a	bank	of	collective	achievements	to	validate	ongoing	agency	funding.	While	many	great	films	transform	their	acclaim	into	revenue	it	does	not	guarantee	ROI,	as	some	films	can	only	carve	out	niches	at	film	festivals	or	among	an	idiosyncratic	audiences.	Regardless	of	revenue,	audience	or	quirks,	critical	acclaim	in	any	form	routinely	leads	to	recognition	and	acceptance	within	the	industry	quickly.	
2.6.7.3	Industry	acceptance	Industry	acceptance	is	the	paramount	measure	of	success	for	many	independent	filmmakers	(Garon,	2009).	While	not	a	clear	cut	category	or	designation,	acceptance	into	the	industry	is	a	key	motivator	for	most	early	career	filmmakers	who	hope	to	break-in	to	mainstream	production.	Frequently	a	by-product	of	critical	acclaim,	industry	acceptance	has	more	recently	acknowledged	filmmakers	of	projects	with	high	ROI	regardless	of	quality	or	kind.	
2.6.7.4	Return	on	investment	ROI	is	by	far	the	key	measure	of	success	(Bui,	2015)	for	executive	producers	and	studio	backed	films.	It	also	stands	as	one	of	the	unique	characteristics	of	many	micro-budget	films.	In	fact,	of	all	the	films	produced	worldwide	the	two	most	profitable	films	in	history,	based	on	ROI,	are	the	micro-budget	films	Paranormal	
Activity	(Peli,	2007)	at	19,752%	(Nash	Information	Services,	2016)	and	The	
Gallows	(Cluff	&	Lofing,	2015),	which	generated	over	$6.7	million	profit	against	a	mere	$100,000	budget	resulting	in	a	6,647%	ROI	(Nash	Information	Services,	2016).	Although	some	would	challenge	this	calculated	‘non-artistic’	view	of	the	industry,	it	has	remained	in	the	common	vernacular	of	‘show	business’	since	the	
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beginning	of	film.	It	is,	after	all,	a	business;	and	it	should	come	as	no	surprise	that	producers	of	respectable	ROI	are	elevated	to	greater	positions.	
2.6.7.5	Geographic	market	Success	is	also	differentiated	by	geographic	region.	It	is	not	uncommon	for	films	to	meet	a	specific	success	target	in	a	domestic	market	while	intentionally	achieving	a	different	success	measure	in	foreign	markets.	Ron	Howard’s	(2013)	film	Rush	followed	a	biographical	account	of	Niki	Lauda’s	1976	Formula	1	season,	which	predominantly	appealed	to	the	European	market.	With	a	$38	million	budget	and	a	relatively	small	audience	in	the	USA,	the	film	would	have	lost	money	without	the	foreign	market	revenue	($63.3	million),	which	represented	70%	of	the	worldwide	box-office	(Acuna,	2014).	Similarly,	Pacific	
Rim	(Del	Toro,	2013)	amongst	others	have	directly	appealed	to	the	Chinese	market	for	financial	success	beyond	their	domestic	market,	generating	the	majority	of	the	worldwide	box-office	gross	from	foreign	audiences.	This	holds	true	for	many	micro-budget	films	as	Paranormal	Activity	(Peli,	2007),	which	generated	close	to	half	its	total	revenue	from	international	markets	(Nash	Information	Services,	2016).	
2.6.7.6	Perception	Foreign	markets	are	only	one	example	of	how	perception	plays	into	audience	acceptance.	Success	is	ultimately	measured	by	a	specific	point	of	reference	at	any	given	time.	Cultural	nuances,	religious	beliefs,	socioeconomics	and	a	wide	variety	of	other	commercial	influencers	contribute	to	the	formation	of	a	film’s	specific	success.	In	some	instances	even	‘the	degree	of	terrible’	reached	can	elevate	an	awful	film	to	the	highest-level	of	success,	as	demonstrated	by	the	2003	film	The	
Room	(Wiseau,	2003).	Popularly	regarded	as	the	worst	film	ever	made,	the	film’s	dogged	reputation	was	summarised	upon	its	release	in	Variety	Magazine	as,	“a	movie	that	prompts	most	of	its	viewers	to	ask	for	their	money	back	—	before	even	30	minutes	have	passed”	(Foundas,	2003,	“Review,”	para.	3).	However,	a	decade	later	the	film’s	notoriety	repositioned	it	as	the	pinnacle	of	bad	films	and	now	popular	to	watch.	
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Films	based	on	video	games	such	as	Postal	(Boll,	2007),	stylistic	animation	such	as	Paprika	(Kon,	2006),	cheap	zombie	horrors	such	as	Redneck	Zombies	(Lewnes,	1989),	or	mockumentary	biographies	such	as	Borat:	Cultural	Learnings	of	
America	for	Make	Benefit	Glorious	Nation	of	Kazakhstan	(Charles,	2006)	vary	in	their	appeal	and	degree	of	success	among	different	market	segments.	Musicals,	once	popular	with	mainstream	audiences,	as	was	Singin'	in	the	Rain	(Donen	&	Kelly,	1952),	find	success	more	elusive	with	the	audiences	of	today.	Well	past	the	transition	from	a	silent	film	era,	the	idea	that	a	silent	with	no	sound	could	find	success	in	the	twenty	first	century	seems	unlikeliness	at	best.	However,	the	exceptional	success	of	just	such	a	film	The	Artist	(Hazanavicius,	2011)	provides	credence	to	the	power	of	individual	perception.	Moreover,	the	volume	of	micro-budget	films	produced	in	Nigeria	(noted	in	section	2.4.3	Nollywood)	effectively	stand	as	proof	to	the	various	definitions	of	success.	The	success	of	a	film	can	reach	beyond	pure	fiscal	gain	or	broader	recognition	from	industry	bodies.	In	a	regional	community	even	the	smallest	film	production	can	develop	a	significant	level	of	success	for	participants,	community	groups	and	local	business	interests	as	the	micro-budget	films	Backyard	Ashes	(Grentell,	2013)	and	Stakes	(Owen,	2015)	did	throughout	the	Riverina	communities	in	NSW,	Australia.	Moreover,	the	publicity	and	fanfare	of	a	movie	première	is	exceptionally	valued	in	regional	communities.	Whilst	movie	premières	are	common	in	Hollywood,	Toronto,	and	the	Festival	de	Cannes,	they	are	extremely	rare	outside	of	capital	cities	and	are	generally	associated	with	major	box-office	films.	Occasionally	these	premières	are	showcased	in	Sydney,	as	Mission	
Impossible	II	(Woo,	2000)	or	Melbourne	(Koha,	2016)	with	Eddie	The	Eagle	(Fletcher,	2016).		However,	the	benefit	of	red-carpet	premières	in	regional	towns	brings	an	unusually	high	sense	of	success	to	the	local	community.	As	success	is	a	measure	of	individual	opinion,	it	is	useful	to	consider	that	films	can	provide	charitable	value	during	their	theatrical	run.	The	2014	British	film	
Electricity	(Higgins,	2014)	partnered	with	Epilepsy	Action	Australia	for	the	Australian	release,	and	promoted	the	sale	of	tickets	stating	that	“a	percentage	of	ticket	sales	will	be	donated	to	Epilepsy	Action	Australia”	(Epilepsy	Action	Australia,	2016,	“Movie	Premiere,”	para.	9).	Further,	Epilepsy	Action	Australia	
		 71	
promoted	the	film	on	the	organisation’s	website,	and	through	their	membership	generating	a	dual	benefit.	Similarly	the	Dressmaker	(Moorhouse,	2015)	supported	the	Cancer	Council	fundraisers	around	Australia,	and	a	Mad	Max:	Fury	
Road	(Miller	G.	,	2015)	event	was	staged	in	Clunes,	Victoria	attracting	many	supports	to	raise	funds	for	the	Multiple	Sclerosis	Foundation.		
2.7	Strategic	advantage	A	number	of	markets	have	encountered	extraordinary	evolution	and	growth,	based	on	simple	organisational	adjustments.	Many	existing	methodologies,	that	are	considered	commonplace	in	current	society,	have	been	developed	by	a	basic	rearrangement	of	existing	processes	that	were	timed	to	match	emerging	trends	(Ross	&	Holland,	2004).	Still	others	have	been	achieved	by	the	adaption	of	business	models	that	addressed	lower	cost	segments	of	existing	or	undervalued	markets.	Evidence	of	these	occurrences	are	prominent	though	not	always	well	known.	A	single	individual	in	1945	identified	the	value	of	providing	customers	with	a	higher	volume,	lower	cost	product	as	an	alternate	to	the	established	business	model	of	the	time	(Slater,	2003).	His	company,	now	known	as	Walmart,	is	the	second	largest	employer	of	Generation	Y’s	in	America	(Goudreau,	2012)	and	has	become	a	dominant	seller	of	movie	DVD’s	and	downloads	online	(Garrahan,	2011).	Yet	other	individuals	have	recognised	the	value	of	such	organisational	rearrangement	to	achieve	strategic	advantage	in	the	food	service	industry,	leading	McDonald's	and	Subway	to	become	the	largest	restaurants	in	the	world.	From	Southwest	Airlines	and	Ikea	(Scilly,	2016)	to	Bezos	at	Amazon	the	successes	continues	to	amplify	the	strength	behind	simple	variations	or	rearrangements	to	existing	models	that	are	underpinned	by	a	successful	strategy.	The	demand	for	filmed	content	is	a	rapidly	increasing	trend	worldwide	(Bhargava	&	Klat,	2017).	Currently	this	demand	for	content	outstrips	available	supply	(Bhargava	&	Klat,	2017).	Increasing	the	volume	of	feature	film	output	expands	opportunities	for	a	diverse	range	of	film	producers,	particularly	if	the	output	is	highly	competitive	in	pricing.	The	film	industry	is	no	exception	to	the	
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rules	of	economic	evolution	that	penalise	complacency	and	punish	stagnant	models.	The	value	found	in	differentiation	is	clearly	valid	and	strengthened	greatly	as	a	hybrid	model	when	combined	with	an	appropriate	strategy.	Several	micro-budget	films	to	date	including	the	highest	ROI	films	of	all	time	Paranormal	
Activity	(Peli,	2007)	and	The	Gallows	(Cluff	&	Lofing,	2015)	provide	strong	evidence	in	support	of	a	micro-budget	model,	which	in	turn	addresses	a	substantial	and	existing	undervalued	market	at	present.		
2.8	Links	between	literature	review	and	research	objectives	The	focus	of	this	research	was	to	create	and	evaluate	a	new	model	of	film	production	to	examine	whether	there	is	a	potential	opportunity	in	the	current	industry	in	Australia.	Accordingly	the	literature	review	would	fundamentally	assist	in	shaping	the	formulation	of	the	research	aims	and	objectives.	It	is	important	to	note	that	a	significant	portion	of	Chapter	Two	–	Literature	Review	is	directed	towards	the	state	of	play	in	the	film	industry	and	potential	threats	to	the	sustainability	of	the	Australian	film	industry	under	the	current	paradigm.	Developing	a	concept	for	a	new	method	of	micro-budget	motion	picture	production	is	by	definition	relatively	simple	assuming	there	is	no	intent	for	identifiable	forms	of	succuss	or	a	requirement	to	consider	repeatability	within	the	application	of	systems.	From	that	basis	a	short-film	production	or	online	video	could	suffice	in	technically	achieving	a	new	method	although	this	output	would	be	devoid	of	an	ability	to	achieve	beneficial	results	let	alone	provide	potential	solutions	for	emerging	industry	threats.	Hence	observations	from	the	literature	review	provide	the	impetus	for	pursuing	a	feature	length	film	in	addition	to	providing	clear	links	to	the	research	objectives	selected	for	the	study.	The	review	process	also	highlighted	the	ambiguity	in	terminology	existing	in	the	industry	and	to	what	extent	the	various	terminologies	constitute	a	micro-budget	film.	This	led	to	defining	specific	limits	that	were	identified	through	research	conducted	with	film	industry	professionals.	In	particular	this	contributed	to	the	identification,	clarification	and	elimination	of	other	descriptions	that	did	not	accurately	represent	the	interpretation	of	the	term.	Further	contrast	was	
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distinguished	between	styles	in	production	and	the	variations	to	the	Australian	industries	paradigm.	The	premise	for	the	research	stemmed	from	several	basic	observations	of	the	motion	picture	industry	in	Australia	and	its	interlocked	dependence	on	government	subsidies	for	sustained	existence.	Whilst	the	literature	review	may	appear	broad	in	focus	the	areas	reviewed	provide	a	systematic	scaffolding	of	the	complex	relationships	associated	with	feature	film	production,	distribution	and	exhibition.	The	literature	first	establishes	the	current	paradigm	issues	with	a	review	of	DeVany’s	multiple	publications	on	Hollywood	economics	before	providing	quantifiable	evidence	indicating	alternative	models	are	possible.	The	Hollywood	Studio	System	dominance	(Schatz,	2010)	combined	with	New	World	Pictures	prolonged	performance	(Corman	&	Jerome,	1990)	and	the	exceptional	volume	of	Nigerian	films	(Oyewole,	2014)	unequivocally	establishes	a	pattern	beyond	a	single	anomaly	in	profit	performance	of	motion	picture	productions.	By	differentiating	this	single	anomaly	from	a	repeatable	model	literature	sought	to	uncover	past	or	present	trends	that	might	detect	repeatability.	In	reviewing	the	Hollywood	Studio	System,	noteworthy	micro-budget	successes,	Roger	Corman’s	New	World	Pictures,	and	the	Nigerian	film	industry	it	became	apparent	that	micro-budget	films	had	achieved	two	significant	periodic	clusters	of	sustainability	linked	to	ROI.	Literature	on	Roger	Corman	alone	presents	compelling	evidence	(Corman	&	Jerome,	1990)	towards	the	prospect	of	viable	micro-budget	systems	while	firmly	debunking	previous	misconceptions	(DeVany	&	Walls,	2004)	about	the	unpredictable	nature	of	profitable	filmmaking.	The	Nigerian	film	industry	further	advances	the	notion	that	a	micro-budget	model	could	conceivably	support	a	national	industry	in	the	event	of	a	funding	collapse	(Lobato,	2010).	Nonetheless,	one	clear	absence	or	gap	in	the	literature	becomes	obvious	when	searching	for	a	means	to	achieve	a	micro-budget	production,	that	is,	literature	on	how	a	micro-budget	film	could	be	executed	in	a	practical	manner	with	the	aim	of	distribution	and	theatrical	release.	Consequently	these	observations	lead	to	the	formation	of	the	second	research	objective.	
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Further	literature	expanded	upon	the	production	processes	clarifying	functions,	subcomponents	and	contrasts	that	contribute	to	the	formulation	of	a	divergent	production	model.	Subsequent	to	this	area	of	review	it	was	established	that	a	micro-budget	production	was	the	only	effective	and	responsible	way	forward	to	develop	a	study.	Initially	some	consideration	was	directed	towards	undertaking	the	study	on	a	pre-existing	third	party	film	production.	While	this	was	a	possible	route	for	the	study	it	would	unavoidably	present	one	of	two	significant	liabilities	resulting	in	an	unfavourable	risk-benefit	ratio	to	the	third	party	project.	Thus	the	literature	examined	on	the	production	processes	supported	the	requirement	for	generating	a	micro-budget	film	test	that	would	allow	for	critical	outcomes	regardless	of	the	possible	detrimental	financial	consequences.	Production	cost	delineations	(Staiger,	1979)	and	contingent	cost	issues	(Epstein,	2012)	were	recognised	for	the	links	when	investigating	measures	to	effectively	test	the	concept.	Scripting	principles	and	alternatives	pathways	(Berkeley,	2011)	presented	vital	information	on	the	formation	of	the	conceptual	model	while	underscoring	the	importance	of	testing	novel	distribution	methods	and	alternate	exhibition	channels.	Observations	gained	through	reviewing	genre	(Bordwell	&	Thompson,	2013)	led	to	greater	clarity	around	determining	the	most	appropriate	film	classification	to	support	the	research	in	respect	to	the	regional	locale	and	auditioning	process.	Literature	formed	an	important	link	to	the	third	research	objective	initially	by	identifying	unique	though	known	successful	conventions	(O'Connor,	1978;	Welles,	1941)	aiding	in	the	formulation	of	the	audition	and	casting	process	tests.	Confidence	was	further	gained	to	approach	the	test	of	concept	using	unconventional	(Ritchie,	1998)	and	atypical	methods	(Ford,	2012)	that	diverged	from	the	current	casting	paradigm.	Evidence	sourced	from	literature	highlighted	the	importance	of	considering	the	geographic	location	sought.	This	was	critical	in	understanding	the	need	to	differentiate	between	metropolitan	and	regional	areas	when	selecting	a	filming	location	for	testing	the	model.	Collaboration	was	also	recognised	through	literature	as	being	essential	across	the	range	activities	known	within	a	filmmaking	venture.	Substantial	literature	supporting	alternate	funding	sources	(Gurowitz,	2013)	provided	the	impetus	to	include	this	aspect	in	
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the	model	test	(Meenaghan	&	Shipley,	1999).	Product	placement	was	identified	as	being	equally	important	from	the	financial	perspective	(Irwin,	2003;	Nathanson,	2013).	Additional	literature	identifies	the	reliance	on	government	funding	and	the	historical	prospects	for	continued	subsidy	support	in	light	of	economic	force	majeure.	Literature	on	these	topics	explicitly	emphasised	the	breadth	of	ongoing	subsidies	at	the	state	and	commonwealth	level.	It	also	highlights	the	trend	of	continued	reduction	in	core	film	funding	at	present.	Further	literature	identifies	historical	patterns	and	similarities	to	subsidy	abolishment	in	other	Australian	industries.	Economic	literature	further	amplified	the	risk	of	escalating	subsidy	reductions.	The	literature	review	firmly	established	the	necessity	to	develop	research	objectives	that	could	produce	a	concept	that	was	capable	of	testing	the	complex	range	of	elements	within	a	micro-budget	production.	Since	the	overall	aim	of	the	research	was	to	evaluate	an	alternative	micro-budget	model	of	film	production,	it	stands	to	reason	that	one	research	objective	would	be	required	to	evaluate	how	well	the	model	worked.	Thus,	research	objective	four	was	–	Evaluate	how	well	the	model	worked.	The	final	portion	of	literature	addresses	the	merchandising	aspects	in	an	adversarial	market	and	the	various	degrees	for	determining	success.	Evaluating	the	implications	of	the	concept	and	model	for	industry	prevailing	paradigm	was	a	direct	result	of	reviewing	the	state	of	play	within	the	current	paradigm	and	investigating	alternate	distribution	and	exhibition	channels	for	filmmakers	in	Australia.	This	literature	highlighted	the	potential	importance	of	this	research	and	the	need	to	achieve	some	form	of	security	to	underpin	the	Australian	film	industry	in	the	event	of	a	collapse	in	funding.	The	final	research	objective	links	together	all	the	literature	elements	with	the	purpose	of	the	study	while	closing	the	gaps	identified.	Undertaking	a	literature	review	in	itself	formed	the	basis	of	the	first	research	objective.	Whilst	this	might	be	considered	a	unique	approach	it	is	not	without	precedent.	Researchers	(Backer,	2010)	have	previously	utilised	literature	
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reviews	as	research	objectives	that	have	been	successfully	published	in	prominent	journals	and	peer	reviewed	by	renowned	academics	such	as	the	late	Professor	Neil	Leiper.	Considering	the	scant	volume	of	studies	specifically	devoted	to	micro-budget	filmmaking	the	requirement	for	a	distinct	approach	to	identifying	peripheral	areas	of	investigation	this	seems	prudent	and	justified.		
2.9	Conclusion	Although	the	volume	of	peer-reviewed	literature	about	micro-budget	filmmaking	seems	limited,	the	wider	body	of	scholarship	about	relevant	film	industry	developments	is	broad	and	clearly	credible.	Government	and	industry	authorities	present	substantiated	reports	based	on	valid	statistical	evidence,	further	supported	by	reliable	inputs	from	industry	experts,	and	trends	observed	both	domestically	and	internationally.	However,	the	broadest	example	of	literature	supporting	the	research	herein	is	provided	by	the	volume	of	released	micro-budget	films	and	their	corresponding	performance.	This	chapter	has	provided	a	review	of	the	relevant	literature	for	this	study.	It	commenced	by	highlighting	the	available	volume	of	peer	reviewed	publications	or	academic	papers	investigating	the	topic.	Further	it	noted	that	the	volume	current	relevant	literature	is	limited	by	recent	advancements	in	digital	technology.	This	chapter	then	reviewed	the	experience	of	the	Hollywood	Studio	System	and	notable	anomalies	that	were	the	basis	of	undertaking	the	study.	This	led	to	Berkeley’s	view	that	established	the	value	of	screen	production	practice	as	research	and	supports	the	benefit	provided	by	micro-budget	productions.	A	review	of	micro-budget	film	achievements	identified	their	specific	area	of	success.		Further,	a	review	of	the	Nigerian	film	industry	provided	insight	into	an	existing	micro-budget	industry.	A	broad	review	of	the	state	of	play	in	the	industry	was	provided	to	set	the	context	for	the	project.	Research	Objective	One	has	been	addressed	in	its	entirety	by	the	area	of	reviews	in	this	chapter.	The	following	chapter	outlines	the	methods	employed	for	this	present	study.		 	
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Chapter	Three	-	Methods	
3.1	Introduction	This	chapter	outlines	the	method	employed	for	this	study.	As	a	PhD	by	exegesis,	the	centrepiece	of	this	thesis	is	concerned	with	the	testing	of	the	hypothesis	(i.e.	the	model)	through	producing	a	feature	film.	Thus,	this	chapter	reflects	on	the	stages	undertaken	in	producing	a	micro-budget	film	with	a	view	of	it	having	quality	that	is	in	line	with	that	of	a	small	budget	film.	The	budget	aimed	to	be	below	$100,000.00,	which	categorises	the	film	as	micro-budget	according	to	the	definition	in	Section	1.4	and	details	of	final	costings	for	the	film	Stakes	form	part	of	the	results	and	are	presented	in	Chapter	Four.	This	chapter	(Chapter	Three)	first	considers	the	aspects	of	the	concept	and	script,	which	was	written	and	developed	by	this	author	(Section	3.2).	The	chapter	then	outlines	the	location	selected	for	the	film	(Section	3.3)	before	describing	the	method	employed	for	selecting	the	actors	and	crew	(Section	3.4).	Filming	is	discussed	in	Section	3.5,	which	then	leads	into	the	discussion	of	the	musical	score	(Section	3.6)	developed	for	the	film.	The	elements	involved	in	editing	the	film	are	discussed	in	Section	3.7,	followed	by	various	aspects	of	distribution	(Section	3.8)	that	also	encompass	advertising	and	promotion.	This	chapter	then	is	concluded	with	a	summary	section	(Conclusion	3.9).		
3.1.1	Methodological	approach	Film	as	an	entity	is	capable	of	providing	a	multitude	of	unmediated	connections	to	individuals,	groups	or	society	as	a	whole.	A	motion	picture	in	itself	can	elicit	an	infinite	number	of	responses	ranging	from	a	passive	kernel	of	entertainment	to	a	full-scale	call	to	arms.	Further	complicating	the	assessment	of	film	is	the	dynamic	nature	of	societal	biases	that	provoke	continued	reinterpretations	of	the	narrative	over	time.	Considering	this	highly	subjective	nature	of	motion	pictures,	the	array	of	contextual	interpretation	and	overall	intent	of	the	project	the	ontological	perspective	aligned	most	appropriately	with	a	relativist	doctrine	of	varying	individual	possibilities.	
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Epistemologically	the	study	favoured	a	constructivist	view	of	the	research	process	focusing	on	qualitative	aspects	of	the	core	project.	Since	the	central	aspect	of	the	research	(the	film)	positioned	this	researcher	within	the	context	and	as	a	collaborative	participant	in	the	research	it	is	acknowledged	that	more	than	simple	validation	of	findings	occurred.	Unquestionably	a	degree	of	influence	in	the	final	output	would	be	intrinsic	under	such	circumstances.	Underpinned	by	an	inductive	style	of	research,	fundamentally	based	on	observations,	an	exploratory	methodology	was	deemed	most	appropriate	due	to	the	subjective	nature	of	the	inquiry.	Since	this	study	did	not	aim	to	reformulate	the	established	and	known	successful	methods	of	big-budget	film	production	on	a	small	scale	an	exploratory	methodology	was	required	to	fully	investigate	potential	variations	or	entirely	divergent	conceptual	suppositions.	The	conceptual	schema	for	the	methods	employed	in	the	study	is	positioned	in	the	research	aims	and	objectives.		
3.2	Film	concept	and	script	The	story	follows	the	journey	of	a	young	aspiring	thoroughbred	trainer	to	fill	the	shoes	of	her	recently	deceased	father,	while	battling	a	corrupt	establishment,	fraught	with	unethical	competitors	and	submersed	in	the	criminal	element	of	the	horse	racing	industry.	Inspired	by	true	events,	the	story	peels	back	the	seedy	underbelly	of	Australian	crime,	while	exposing	the	harsh	reality	of	the	horse	racing	industry.	Set	in	a	country	location,	the	family	stable	embodies	the	essence	of	rural	Australia,	as	the	aspiring	protagonist	is	exposed	to	the	extreme	contrast	between	what	the	spectators	experience,	and	the	harsh	realities	of	corruption	and	crime,	which	surround	the	players	in	the	industry.	The	story	itself	highlights	the	contradiction	between	the	assumed	rural	innocence	of	country	life	and	the	outright	brutality	that	commands	the	big	city	streets.	From	fashions	on	the	field	to	gunman	in	the	ally,	the	unfolding	drama	tests	the	characters	as	they	learn	the	shivering	truth	about	the	value	of	human	life,	and	the	dangers	of	power	and	greed.	Fundamentally	an	Australian	crime	drama	set	in	the	horseracing	industry,	the	premise	was	deemed	the	most	
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suitable	story	to	appeal	to	the	widest	audience	demographic	while	leveraging	the	Australian	passion	for	horseracing.	The	narrative	arc	was	structured	to	compliment	the	widest	possible	audience	while	conforming	to	historically	successful	writing	styles	employing	main	and	multiple	subplots.	The	18	–	49	year	old	demographic	that	television	networks	covet	(Lynch,	2016)	is	the	presumed	audience.	The	script	was	structured	to	align	with	a	main	arc	plot	style	intertwined	with	series	of	subplots	to	support	a	continuously	dramatic	turn	of	events	over	an	extended	second	act.	The	script	was	formatted	using	Final	Draft	software,	which	is	the	most	widely	accepted	standard	in	the	film	industry	at	present.	The	total	output	of	the	final	draft	was	106	pages	and	was	completed	in	April	2014.	However,	as	commonly	occurs	in	film	projects,	some	minor	working	variations	to	the	final	script	took	place	during	principal	photography.	From	start	to	finish	the	writing	took	close	to	a	year	and	partially	overlapped	the	period	of	pre-production.	As	an	industry	rule	of	thumb,	one	page	of	properly	formatted	script	equals	one	minute	of	completed	film,	less	the	removal	of	any	scenes	that	are	deemed	unnecessary.		The	final	script	generated	total	motion	picture	duration	of	93	minutes	including	closing	credits.	This	length	was	a	deliberate	strategy	to	maximise	the	attractiveness	to	the	cinemas	since	90-minute	films	create	increased	revenue	opportunities	as	a	result	more	screenings	per	day	as	opposed	to	what	can	be	achieved	when	scheduling	2-hour	long	films	in	the	same	period	of	opening	hours.		
3.3	Regional	location	selection	The	region	selected	for	filming	played	a	pivotal	role	in	the	methods	used	for	the	project.	Several	key	factors	were	utilised	in	the	process	of	selecting	a	suitable	region.	Area	climatic	conditions	had	to	thoroughly	support	the	concept	and	storyline,	production	budgets	and	aesthetic	choices.	Access	to	adequate	human	resources	was	also	a	key	consideration	with	population	size	and	concentration	underpinning	the	fundamentals	of	the	audition	and	casting	process,	details	of	which	are	found	in	the	corresponding	section.	Local	government	support	was	
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essential	for	the	micro-budget	model,	since	both	ease	of	access	and	minimisation	of	restrictive	conditions	during	the	production	phase	were	critically	important	for	controlling	costs.	Large	metropolitan	cities	were	determined	to	be	impractical	due	primarily	to	the	underlying	bureaucratic	channels	for	permit	acquisition	and	the	extended	costs	for	access	to	locations.	Population	was	a	critical	factor	in	identifying	a	regions	capability	to	support	a	micro-budget	model,	since	the	film	project	must	be	able	to	achieve	a	community	wide	awareness	to	attract	a	significant	level	of	interest	while	maintaining	an	adequate	pool	of	people	to	meet	the	audition	minimums.	Most	importantly,	the	region	had	to	have	a	suitable	‘anchor’	location	with	a	broad	variety	of	sub-locations	that	support	the	story.	Wagga	Wagga,	New	South	Wales	was	determined	as	a	suitable	region	for	the	production	of	the	micro-budget	film	Stakes	based	on	the	size	of	population	and	ease	in	attaining	the	necessary	elements	supporting	the	production.	Once	the	initial	criteria	were	meet,	further	consideration	was	placed	on	the	individual	filming	locations.	The	micro-budget	method	utilised	a	variation	of	multiple	locations	to	maximise	production	values.	This	was	achieved	by	establishing	an	‘anchor’	location	at	the	Murrumbidgee	Turf	Club	(MTC)	for	the	production	and	radiating	outward	across	the	minimum	practical	area.	The	method	effectively	reversed	the	sequencing	for	two	established	production	steps	as	locations	were	scouted	prior	to	drafting	the	script.	Once	a	suitable	location	was	established	the	script	was	then	developed	around	the	beneficial	aspects,	to	achieve	maximum	production	value.	A	usage	criterion	for	locations	was	developed	to	assist	in	determining	the	overall	value	to	the	project.	This	criterion	evaluated	the	perceived	production	value,	availability,	cost,	access,	control,	and	hazards.	A	further	aspect	of	the	selection	process	involved	the	desire	to	support	community	exhibition	channels	by	way	of	premiering	the	film	at	local	independent	cinemas	within	a	predetermined	distance.	Details	for	exhibition	aspects	are	provided	later	in	this	chapter	in	Section	3.8	(Distribution).		
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3.4	Actor	and	crew	selection	The	audition	and	casting	process	was	a	key	component	of	the	method	for	producing	this	new	micro-budget	film	model.	The	audition	and	casting	occurred	through	the	months	of	October,	November	and	December	2013	all	at	the	film	location,	Wagga	Wagga.	All	participants	in	the	project	were	unpaid	volunteers	with	the	sole	exceptions	being	the	Director	of	Photography	and	Post	Production	services.		The	motivation	for	volunteers	was	broad	where	for	some	people	it	was	simply	that	curiosities	were	satisfied;	whilst	for	others,	their	dreams	of	being	in	the	movies	were	fulfilled.	Some	participants	appreciated	the	kudos	of	attachment	to	the	film	while	others	planned	to	launch	careers	as	actors;	leveraging	their	performance	on	the	screen.	To	some	degree	the	central	motivation	for	in-front	of	camera	volunteers	was	fame,	with	behind	the	lens	participants	more	interested	in	the	process	of	production	or	passionate	to	support	the	project	as	a	community	event.	The	actor	and	crew	selection	process	was	marked	by	the	following	six	steps:-.	1. A	rapid	screen	test	script	was	developed	that	was	gender	specific	2. The	first	series	of	auditions	were	located	at	the	selected	region	cinema	3. A	media	release	for	auditions	followed	across	multiple	media	platforms	4. The	second	series	of	auditions	were	located	in	a	central	shopping	district	5. Suitably	talented	performers	were	matched	to	character	roles	6. All	participants	were	offered	the	opportunity	to	volunteer	The	audition	process	was	designed	to	accommodate	a	large	number	of	screen	tests	per	day,	although	the	volume	of	interested	people	typically	determined	the	outcome	of	each	session.	A	total	of	662	auditions	were	completed	with	491	selected	for	roles	as	cast,	extras	or	crew.	The	gender	balance	was	approximately	equal,	with	age	being	the	only	significant	issue	preventing	participation.	Of	the	171	that	did	not	participate	most	were	under	the	age	of	18	requiring	resources	beyond	the	project’s	ability	to	accommodate,	due	primarily	to	vetting	requirements	of	volunteers	to	comply	with	Minors	Legislation.	Throughout	the	audition	process	potential	actors	were	matched	with	characters	in	the	film	script	to	develop	a	shortlist	of	possible	finalists	for	each	of	the	character	roles.	Some	
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were	selected	quickly	as	they	presented	sufficient	talent	and	physical	attributes	that	aligned	with	the	story	outline,	while	others	lingered	for	longer	periods	waiting	to	be	matched	with	the	envisioned	characterisation.		As	a	general	rule,	the	ability	of	perspective	actors	to	deliver	convincing	characterisation	corresponded	with	the	volume	of	dialogue	required.	The	ethos	of	the	method	was	one	of	inclusivity,	with	all	attempts	made	to	include	everyone	interested	in	contributing	regardless	of	ability,	physique	or	available	roles.	As	a	minimum,	the	auditions	led	the	less	skilled	to	opportunities	as	extras	or	featured	extras	in	one	or	more	scenes	throughout	the	film	production.	The	method	also	generated	a	high	degree	of	visibility	for	the	project	and	a	significant	level	of	interest	in	crew	roles	that	were	available	during	the	production	stage.	Crew	roles	were	selected	primarily	based	on	the	individual’s	eagerness	to	master	the	role,	its	respective	importance,	technical	complexity	and	critical	impact	to	the	final	film	outcome.		
3.5	Filming	Filming	(principal	photography)	was	scheduled	for	a	period	of	40	consecutive	days	and	commenced	on	April	13th	2014	with	cameras	rolling	to	capture	multiple	horseracing	sequences.	Figure	3	of	this	section	provides	an	image	extracted	from	roll	one	of	Camera-A	on	the	first	day	of	filming.	
Figure	3:	First	day	of	filming	
	Source:	Stakes	(2015)	movie		
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Three	Blackmagic	Cinema	Cameras	were	utilised	throughout	the	production	of	
Stakes,	supplemented	further	by	a	compact	GoPro	camera	mounted	at	close	range	on	day	31	for	the	burning	car	scene.	The	tripods,	scrims,	reflectors	and	lighting	employed	were	all	professional	quality	equipment.	Crew	were	provided	with	training	specific	to	their	assigned	role	in	the	week	prior	to	commencement	of	filming	with	supplementary	instruction	on	location	as	required.	The	training	delivered	was	equally	divided	between	the	Director	of	Photography	(cinematographer)	who	was	responsible	for	all	the	visual	aspects	of	filming,	while	the	audio	and	performance	elements	were	overseen	and	delivered	by	the	Producer/Director.	Costume,	makeup	and	craft	services	(catering)	were	also	provided	by	volunteers	and	supported	through	a	co-promotional	contribution	from	local	business	enterprises	skilled	in	the	respective	disciplines,	ensuring	a	professional	standard	throughout	the	shooting	schedule.	All	locations	and	scenes	were	carefully	risk	assessed	prior	to	arriving,	and	standards	for	animal	welfare	were	formally	supervised	by	qualified	participants	and	underwritten	by	the	appropriate	governing	bodies.	One	week	prior	to	the	scheduled	first	day	of	principal	photography,	the	contracted	Sydney-based	cinematographer	withdrew	from	the	project	to	pursue	a	similar	role	on	a	big	budget	film	scheduled	for	shooting	in	Asia.	The	foreign	film,	which	ran	concurrent	to	the	Stakes’	schedule,	provided	a	significantly	longer	engagement	and	substantially	higher	remuneration	package.	Principal	photography	was	subsequently	postponed	while	a	suitable	alternate	cinematographer	could	be	attached	to	the	film.	Prior	to	and	during	the	filming	schedule	all	the	actors	underwent	a	rigorous	training	regime	informed	by	elements	of	the	Chubbuck	technique	to	develop	their	acting	abilities	before	culminating	in	a	series	of	daily	rehearsals.	The	Assistant	Director	and	Script	Supervisor	delivered	the	training	subsequent	to	training	by	the	Director.	The	filming	schedule	was	intentionally	developed	out	of	sequence	to	the	script	narrative	in	an	effort	to	generate	the	highest	utilisation	of	available	sunlight	for	exterior	scenes	while	maximising	the	actors’	time	on	location.	Interior	scenes	were	positioned	towards	the	end	of	the	schedule	as	a	contingency	to	be	pulled	forward	in	case	of	inclement	weather	interrupting	the	
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scheduled	exterior	days.	The	majority	of	scenes	were	captured	in	consecutive	recordings	(three	takes)	to	ensure	a	consistent	performance	with	the	story	characterisation,	delivery	of	dialogue,	as	well	as	protecting	the	quality	of	cinematography.	Audio	recording	occurred	separate	and	independent	during	filming,	as	it	was	difficult	to	consistently	control	camera	noise	and	unwanted	external	sounds	on	certain	locations.	It	was	determined	in	the	final	days	of	filming	that	an	additional	five	days	of	principal	photography	would	benefit	the	project	immensely	with	only	a	minimal	impact	to	cost.	Total	principal	photography	was	thus	extended	to	45	days.	A	further	seven	days	of	minor	second	unit	filming	was	planned	from	the	onset	and	occurred	at	a	later	date.	The	supplementary	(second	unit	filming)	was	simple,	short	and	minor	inserts	to	add	continuity	to	the	narrative	and	smooth	out	anticipated	hard	edits	between	scenes.		
3.6	Musical	score	A	musical	score	was	chosen	in	place	of	purchasing	copyrighted	material	for	use	as	background	to	enhance	the	dramatic	emotion	in	scenes	and	support	an	authentic	movie	going	experience	during	exhibition.	The	costs	and	complexity	in	acquiring	rights	to	use	popular	pre-recorded	music	and	songs	was	determined	to	be	significantly	restrictive	from	a	budget	perspective	since	licensing	costs	for	the	music	alone	would	have	exceeded	the	entire	production	budget.	Moreover,	licensing	existing	music	would	incur	a	host	of	restriction	conditions	in	how	and	where	it	could	be	employed	in	the	film	creating	a	much	broader	level	of	difficulty	that	would	likely	obstruct	the	timely	completion	of	the	motion	picture.	As	a	result	of	the	audition	process	a	suitably	qualified	volunteer,	who	was	a	member	of	the	Wagga	Wagga	Conservatorium	of	Music,	was	commissioned	to	develop	the	musical	score	for	the	film	trailer.	The	initial	consideration	was	to	engage	a	regional	symphony	orchestra	to	cover	the	musical	score	for	the	film.	However,	during	the	post-production	stage	of	the	film	that	decision	was	revised	and	through	networks,	an	introduction	was	made	possible	with	Ric	Formosa	(ex-
Little	River	Band)	who	produces	musical	scores	for	films.	After	a	series	of	
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discussions,	an	agreement	was	made	around	price	and	Ric	was	subsequently	engaged	to	undertake	the	musical	score.	Following	a	screening	of	the	rough-cut	(working	edit	of	the	film)	it	was	determined	through	discussion	that	the	style	and	theme	for	the	score	would	be	best	represented	by	an	amalgam	of	American	folk	music	commonly	referred	to	as	Americana,	and	frequently	utilised	to	score	films	by	many	award	winning	composers	such	as	John	Williams	and	Thomas	Newman.	This	style	of	music	complimented	the	visual	aspects	of	the	storyline	and	reinforced	the	rural	themes	of	the	film	concept.	The	process	of	scoring	the	film	commenced	with	spotting	the	points	in	the	film	that	required	a	musical	background	track	and	allowing	the	composer	to	synthesise	the	corresponding	musical	tracks	over	a	period	of	six	months.	In	addition,	two	solo	piano	classical	pieces	were	recorded	and	used	in	the	film	to	support	two	scenes	that	warranted	such	a	style	in	the	background.			
3.7	Editing	Upon	completion	of	filming,	the	principal	photography	stage	of	the	production	gave	way	to	the	Post-production	process.	Editing	represents	a	notable	portion	of	this	phase,	as	does	colour	correction	and	various	other	audio	aspects	of	the	project.	Blackmagic	Cinema	Cameras	were	the	main	cameras	utilised	on	the	production	of	Stakes.	Da	Vinci	Resolve,	the	leading	colour	correction	software,	was	included	without	cost	in	the	camera	packages.	Avid	Media	Composer	was	deemed	the	most	compatible	editing	software	to	compile	and	edit	the	project.	The	reason	for	this	was	that	the	combined	editing	suite	including	colour	correction	software,	which	is	equivalent	to	the	systems	employed	on	most	multi-million	dollar	film	productions.	However,	the	total	cost	was	a	relatively	low	portion	of	the	overall	budget,	which	made	it	an	attractive	option.	The	native	image	format	of	the	Blackmagic	cameras	was	a	high-resolution	digital	negative	file	(dng)	containing	a	large	volume	of	digital	data	for	each	and	every	frame	captured.	Editing	this	type	of	format	required	significantly	more	time	to	construct	a	full	story	narrative	due	to	the	large	volume	of	files	generated	and	the	
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absence	of	a	comprehensive	paper	edit	that	typically	outlines	the	anticipated	edit	choices.		The	method	used	for	transferring	the	daily	film	sequences	from	the	in-camera	storage	drives	to	the	remote	main	storage	drives	was	deemed	to	be	inadequate	by	the	second	week	of	the	shooting	schedule	due	to	slower	transfer	speeds	associated	with	the	chosen	storage	configuration	and	its	corresponding	connections.	Thus,	the	originally	selected	main	storage	combination	for	the	project	was	replaced	with	a	more	advanced	stationary	configuration.	The	new	storage	configuration	entirely	resolved	the	transfer	speed	and	storage	issues,	although	created	inconsistencies	in	the	consolidation	of	the	overall	film	footage.	This	resulted	in	an	extended	period	of	content	organisation	during	the	editing	process,	and	an	incremental	increase	in	the	Digital	Media	costs.	Colour	Correction,	which	is	also	referred	to	as	‘grading’	occurred	once	the	final	image	narrative	was	constructed	in	line	with	guidance	from	the	script.	The	Colour	Correction	process	balances	the	shades	and	tones	within	the	various	filmed	images	to	consistently	generate	a	seamless	and	matching	motion	picture	experience.	Whilst	grading	of	the	images	was	unexpectedly	complicated	by	a	number	of	technical	issues,	it	remained	an	essential	element	in	the	project	to	achieve	a	respectable	image	for	the	planned	theatrical	release	on	cinema	screens.	Titles	(opening	and	end	credits)	and	visual	effects	were	developed	in	parallel	to	the	colour	correction	work.	From	a	creative	perspective,	the	edit	choices	were	predominantly	driven	by	two	factors	–	the	final	shooting	script;	and	the	need	to	provide	smooth	continuity	to	the	visual	narrative.	Some	editing	selections	were	made	to	improve	dramatic	sequences	and	the	requirement	to	speed	or	slow	the	action	in	certain	scenes.	For	the	most	part	the	edit	choices	were	ultimately	designed	to	achieve	the	90	minute	target	for	overall	picture	length	while	providing	the	highest	possible	entertainment	value	for	the	audience.		
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3.8	Distribution	Independent	distribution	of	the	film	Stakes	in	Australia	presented	a	tremendous	opportunity	to	evaluate	alternative	distribution	concepts	for	the	micro-budget	model.	Moreover,	self-distribution	could	effectively	probe	the	current	restrictive	distribution	network	for	areas	of	opportunity	that	could	be	exploited	in	favour	of	future	micro-budget	films.	From	the	onset	of	the	project	it	was	known	that	the	established	distribution	oligopoly	would	inhibit	access	to	the	major	cinema	chains	in	the	nation	and	exercise	their	influence	to	encourage	the	booking	agents	to	implement	the	same.	Since	the	presence	of	major	cinema	chains	also	correlates	strongly	with	population	mass,	the	larger	cities	become	effectively	blockaded	by	the	influence	of	the	dominant	cinema	chains.		Based	on	that	knowledge,	a	strategy	was	formulated	to	circumvent	the	current	distribution	channel	and	avoid	the	large	cinema	chains.		There	were	three	reasons	for	the	strategy	to	bypass	the	metropolitan	centres	in	favour	of	the	regional	towns.	Firstly,	such	a	strategy	would	enable	the	independent	cinemas	to	be	used	‘collectively’	to	provide	a	theatrical	release	that	was	equal	in	scale	to	the	dominant	cinema	chains	in	the	country.		Secondly,	omitting	larger	cities	was	also	justified	by	the	pretext	that	many	theatrical	releases	are	purely	intended	to	generate	scale	and	recognition	for	a	film	with	the	aim	of	supporting	the	core	revenue	streams	in	subordinate	distribution	windows.	Therefore,	it	was	envisioned	that	greater	financial	success	could	be	attained	by	controlling	the	release	pattern	and	isolating	the	capital	cities	to	maximise	the	value	of	the	television	release	strategy.	Thirdly,	it	was	envisaged	that	there	was	potential	to	leverage	the	film	to	launch	a	television	series,	which	would	only	occur	if	viewer	numbers	were	high	enough.	Such	numbers	could	reasonably	only	be	obtained	if	people	in	capital	cities	hadn’t	already	seen	the	film	at	the	cinema.	Such	an	outcome	would	provide	a	respectable	ROI,	which	would	necessarily	involve	isolating	capital	cities	to	achieve	the	one	million	viewers	needed	to	support	a	viable	audience	for	the	televised	film.		Such	a	number	of	viewers	would	in	turn	trigger	an	ongoing	TV	series.		
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As	a	consequence,	it	was	necessary	to	control	the	geographic	pattern	of	the	cinema	release	to	maximise	the	prospects	of	that	outcome.	Television	ratings	are	the	key	performance	indicators	utilised	by	broadcasters	and	form	the	basis	for	decisions	on	programming	choices.	On	this	basis,	the	strategy	to	control	distribution	in	metropolitan	centres	to	foster	the	television	audience	provided	the	best	opportunity	to	maximise	the	ROI.	Through	direct	negotiation,	most	independent	cinemas	agreed	to	the	typical	distributor	revenue	share	being	50%	of	gross	box-office	(GBO)	or	hired	screens	at	reasonable	rates	outside	their	peak	holiday	periods.	It	was	known	that	peak	periods	such	as	Christmas,	school	holidays	and	other	specific	dates	would	create	an	impediment	to	negotiating	reasonable	rates	and	access	to	cinema	screens	due	to	Hollywood	film	release	schedules	generating	large	audiences	as	a	result	of	multimillion	dollar	advertising	spends.	Competing	directly	for	screens	with	big	budget	films	would	also	mean	competing	directly	for	the	movie-going	audiences	as	well,	effectively	limiting	the	possibility	of	a	respectable	theatrical	release.	Hence,	a	key	element	of	the	distribution	method	was	the	date	selected	and	the	point	at	which	that	was	done.	October	29th	was	chosen	for	the	Première	of	the	film	in	cinemas	with	the	following	three	days	as	the	expected	theatrical	run	or	‘season’	as	commonly	known	by	industry	terms.	Importantly,	that	date	was	selected	at	an	exceptionally	early	stage	when	compared	to	most	other	film	productions.	In	Stakes	this	occurred	in	conjunction	with	developing	the	concept	and	story	for	the	following	reasons.	1. To	leverage	the	horseracing	fervour	that	culminates	during	Melbourne	Cup	Carnival.	2. To	utilise	an	identified	off-peak	period	in	Hollywood	release	schedules.	3. To	book	cinema	screens	far	in	advance	of	any	known	competitive	film	offering,	ensuring	the	micro-budget	film’s	position	amongst	higher	quality	films	during	the	period	of	the	release.	4. To	provide	a	rare	opportunity	for	free-to-air	television	to	simulcast	a	film	during	its	cinema	release.	5. To	establish	a	launch	platform	for	a	television	spinoff	of	the	film	as	a	follow-up	TV	series.	
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Initially,	a	nationwide	rollout	of	the	film	was	planned	for	opening	night.	However,	competing	commitments	for	this	author	restricted	the	time	required	to	effectively	visit	and	liaise	with	the	cinemas	in	every	state.	As	a	result,	the	states	of	South	Australia	and	Tasmania	were	not	visited	and	the	film	was	therefore	not	released	in	those	two	states.		
3.8.1	The	Movie	Première	Strategy	The	movie	première	strategy	of	the	micro-budget	model	provided	another	unique	experience	for	the	opening	night	of	the	film.	Whilst	movie	premières	are	common	in	Hollywood	(Thorne,	2015),	they	have	been	less	so	outside	of	Hollywood	until	recently	(Cai	&	Jourdan,	2017).	Some	examples	of	movie	premières	outside	of	Hollywood	are	Lord	of	the	Rings:	Return	of	the	King	(première	in	New	Zealand)	and	Mission	Impossible	II	(première	in	Sydney)	(Beeton,	2005).	Cinemas	throughout	the	region	simultaneously	delivered	the	glamorous	experience	of	a	Hollywood	style	première.	All	of	the	cinemas	provided	a	red-carpet	event	on	opening	night	that	included	the	presence	of	at	least	one	actor	from	the	cast	and	a	member	of	the	crew.	Autographed	movie	posters	were	provided	without	charge	to	the	audience	of	the	film.	Moviegoers	also	had	the	opportunity	to	chat	with	the	actors	and	crew	at	première	functions	that	followed	the	movie	sessions	in	each	town.	This	type	of	red-carpet	event	is	extraordinarily	rare	in	regional	communities.	The	première	event	strategy	envisioned	for	the	theatrical	release	was	the	second	phase	of	marketing	the	film	that	followed	on	from	the	first	phase	during	auditions.	Several	media	networks	picked	up	the	story	during	the	initial	stage	of	public	auditions,	with	Prime	7	and	Win	television	networks	broadcasting	the	projects	affiliation	with	Wagga	Wagga	as	a	chosen	filming	location.	Print	media	followed	with	multiple	stories	in	regional	newspapers	throughout	New	South	Wales.	Radio	interviews	and	newspaper	articles	reached	as	far	north	as	the	Gold	Coast,	Queensland	and	south	to	Ballarat	in	Victoria	(see	Table	4).	The	media	attention	was	not	incidental,	as	the	media	releases	were	developed	in	advance	of	the	
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project	and	disseminated	in	a	strategic	manner	to	achieve	specific	milestones	set	out	in	the	production	schedule.	
Table	4:	Media	coverage	
	
Media	organisation	
	
			Medium	
	
	
WIN	Television	
	
Television	
Prime	7	 Television	
ABC	 Radio	
Star	FM	 Radio	
2AAA	 Radio	
ROCCY	FM	 Radio	
2MIA	 Radio	
Sounds	of	the	Mountains	 Radio	
2YYY	 Radio	
RAW	FM	 Radio	
Voice	FM	 Radio	
Spirit	FM	 Radio	
Daily	Advertiser	 Print	
The	Irrigator	 Print	
Area	News	 Print	
Narrandera	Argus	 Print	
Muswellbrook	Chronicle	 Print	
Gold	Coast	Bulletin	 Print	
Twin	town	times	 Print	
Cootamundra	Herald	 Print	
	 																								Source:	Owen	(2017)		The	collective	media	hype	developed	a	broader	recognition	for	the	project	and	highlighted	the	novel	approach	to	the	film’s	involvement	in	the	regional	community	of	Wagga	Wagga.	A	large	number	of	local	merchants	provided	access	to	their	premises	for	use	as	a	filming	location,	and	subsequently	provided	support	in	marketing	the	film	to	their	clients.	Other	regional	institutions	and	businesses	promoted	the	film	by	placing	posters	for	the	film	in	prominent	locations	in	many	cities	across	the	nation.	Several	variations	of	professional	quality	movie	posters	were	generated	and	released	on	a	staged	monthly	schedule	prior	to	the	Première	with	the	intent	to	refresh	the	marketing	material	gaining	more	visibility.	Strong	brand	association	was	generated	through	the	media’s	free	advertising	and	editorial	comments	that	subsequently	linked	to	the	
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film	production’s	website,	Facebook	page,	Twitter	account	and	other	social	media	platforms.	The	television	series	‘spin-off’	of	the	film	was	a	further	element	in	the	overall	strategy	of	the	method.	Free-to-air	networks	had	indicated	that	the	opportunity	to	compress	the	distribution	windows	and	air	a	film	during	the	theatrical	release	would	be	highly	valued	and	generate	strong	interest	in	a	follow-up	series	if	the	film	could	attain	a	reasonable	level	of	awareness	in	the	lead	up	to	the	Première.		However,	maintaining	goodwill	with	the	independent	cinemas	was	also	essential	to	sustain	the	future	of	the	micro-budget	model.	With	this	in	mind,	a	strategy	was	developed	to	provide	the	film	as	an	exclusive	cinema	Première	for	October	29th	with	the	season	officially	ending	November	2nd	allowing	the	film	to	simulcast	on	the	first	Monday	in	November,	one	day	prior	to	Melbourne	Cup.	To	accommodate	the	cinemas	further	an	amendment	to	the	revenue	share	agreements	would	allow	those	cinemas	to	retain	100%	of	the	GBO	as	a	consolation	for	any	screenings	beyond	the	television	Première.	While	this	strategy	was	embraced	by	the	independent	cinemas,	competing	commitments	for	this	author	restricted	the	time	required	to	effectively	coordinate	and	complete	a	timely	simultaneous	televised	broadcast	‘simulcast’	of	the	film	during	the	scheduled	date.	As	a	result,	the	television	simulcast	did	not	occur.		
3.9	Conclusion	This	chapter	has	provided	a	review	of	the	method	employed	for	this	study.	It	commenced	by	highlighting	the	stages	undertaken	to	produce	a	micro-budget	film	that	was	intended	to	have	a	quality	in	line	with	that	of	a	small	budget	film.	It	further	considered	the	aspects	associated	with	developing	the	concept	and	script.	The	chapter	then	outlined	the	location	selected	for	the	film	before	describing	the	method	employed	for	selecting	the	actors	and	crew.	Filming	and	musical	score	methods	were	discussed	followed	by	various	aspects	of	distribution	that	included	advertising	and	promotion.	The	following	chapter	reviews	the	findings	and	observations	while	undertaking	the	research.	 	
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Chapter	Four	-	Findings	and	observations	
4.1	Introduction	Chapter	Four	investigates	the	central	production	process	of	the	micro-budget	model	and	accordingly,	evaluates	the	findings	generated	from	the	output	of	the	film	through	the	core	production	stages.	This	chapter	examines	the	potential	opportunities	and	impediments	of	the	micro-budget	filmmaking	model,	and	the	potential	to	develop	a	micro-budget	segment	of	film	making	in	Australia.	Thus,	this	chapter	will	address	Research	Objective	Four,	through	evaluating	how	well	the	micro-budget	model	of	film	production	worked.			This	chapter	commences	with	a	discussion	on	assessing	the	regional	location	aspect	of	the	micro-budget	model	(Section	4.2)	and	then	discusses	use	of	novice	crew	(Section	4.3)	and	novice	actors	(Section	4.4).	Technology	is	then	discussed	(Section	4.5)	followed	by	principal	photography	(Section	4.6).	A	detailed	discussion	of	production	efficiency	is	then	provided	in	Section	4.7.	This	chapter	then	discusses	collaboration	(Section	4.8),	vertical	integration	(Section	4.9),	alternative	distribution	(Section	4.10),	and	region	benefits	(Section	4.11).	A	discussion	on	ROI	is	then	presented	in	Section	4.12	followed	by	an	assessment	of	the	film’s	success	in	Section	4.13.	The	chapter	then	provides	a	review	of	the	impediment	encountered	through	developing	the	film	(Section	4.14)	followed	by	the	final	chapter	section	being	a	conclusion	(Section	4.15).			
4.2	Regional	location	The	regional	aspect	of	the	micro-budget	model	performed	as	predicted.	Community	involvement	and	local	support	provided	a	pivotal	contribution	to	the	sustainable	production	of	the	micro-budget	film	process.	Whilst	the	contribution	was	not	in	the	form	of	financial	consideration	at	any	point	during	the	production	of	Stakes,	the	collective	human	resource	provided	by	volunteers	offset	a	significant	volume	of	tangible	costs.	While	it	is	impossible	to	estimate	the	value	of	the	offset	accurately,	it	could	conceivably	be	equal	to	the	total	expenditure	budgeted	for	the	film,	which	is	outlined	in	Table	5:	Production	budget	in	section	
		 93	
4.7	Production	efficiency.	However,	these	savings	represented	only	a	small	portion	of	the	overall	benefits	experienced	by	filming	in	regional	Australia.	Area	climactic	conditions	supported	the	concept	and	storyline,	production	budgets	and	most	aesthetic	choices.	Only	one	day	in	the	45	day	shooting	schedule	was	interrupted	by	rain,	and	mitigated	sufficiently	by	moving	to	an	alternate	interior	scene	and	location.		Adequate	human	resources	were	available	and	within	the	expected	quantity	considered	for	the	population	size	and	concentration.	Local	government	support	was	forthcoming	as	expected	with	an	emphasis	on	providing	easy	access	and	few,	if	any,	restrictive	conditions	during	the	production	phases.	Initial	findings	also	supported	the	script	development	strategy	for	filming	efficiency,	with	76	of	83	master	scene	locations	anchored	from	one	general	location	in	the	first	half	of	the	script.	The	first	46	pages	of	script	were	contained	to	within	a	six-kilometre	radius	of	any	one	location	with	the	vast	majority	less	than	300	metres	from	the	anchor	location.	Overcoming	marketing	noise	to	achieve	a	community-wide	awareness	was	simple	and	uncomplicated,	accomplishing	the	predicted	critical	mass	for	the	region	size	and	population.	The	population	band	was	capable	of	supporting	a	sufficient	scale	of	awareness	to	attract	a	sizable	volume	of	volunteer	actors,	cast	and	crew.	The	process	of	regional	selection	performed	well,	with	each	criterion	outlined	for	the	process	achieving	the	desired	result.	No	significant	or	unforseen	location	issues	were	encountered	during	the	production	of	the	film.	All	aspects	of	location	selection,	including	the	individual	filming	locations	effectively	met	with	expectations.	In	view	of	the	combined	result	for	this	element,	no	further	changes	to	the	regional	location	method	would	be	considered.		
4.3	Novice	untrained	crew	A	total	of	662	auditions	were	completed	with	22	participants	indicating	interest	in	pursuing	a	crew	positions.	Thus,	one	in	30	participants	expressed	desire	to	
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join	the	crew.	The	gender	balance	was	approximately	equal	with	age	being	the	only	significant	issue	preventing	a	greater	participation	rate.	As	noted	in	Chapter	Three,	crew	roles	were	selected	primarily	based	on	the	individual’s	eagerness	to	master	the	role,	its	respective	importance,	technical	complexity	and	critical	impact	to	the	final	film	outcome.		Subsequent	to	one	week	of	training,	and	prior	to	commencement	of	filming,	85%	of	the	crew	were	familiar	with	and	capable	of	providing	a	semi-professional	level	of	support	in	their	specific	role,	with	the	balance	of	crew	requiring	further	instruction	on	location	to	ensure	proper	execution	of	tasks.	However,	the	reliability	of	attendance	for	some	participants	throughout	the	principal	photography	period	presented	a	higher	degree	of	absences	than	had	been	expected,	averaging	a	10%	absentee	rate	daily.	Absenteeism	of	crew	members	was	a	notable	issue	to	manage	during	principal	photography.	A	certain	level	of	absenteeism	was	expected	(5%)	based	on	experience	and	supported	by	Australian	workforce	statistics.	However,	the	logic	used	to	calculate	the	anticipated	daily	shortfalls	of	crew	overestimated	the	level	of	commitment	for	unpaid	volunteers	regardless	of	their	desire	to	participate	in	a	film	production.	The	projected	contingency	required	to	offset	absent	members	was	inadequate	and	needed	mitigation	daily	during	filming.	A	solution	to	address	this	issue,	once	apparent,	was	not	available	during	the	filming	of	Stakes.		However,	the	issue	of	crew	absenteeism	could	be	effectively	resolved	by	increasing	the	total	number	of	auditions	to	1200,	which	would	in	turn	provide	a	larger	crew	of	44	and	secondary	redundancy	for	each	role.	Alternatively,	a	lesser	quantity	of	auditions	(1000)	would	be	adequate	if	supplemented	with	an	increased	training	regime	to	develop	a	cross	skill	matrix.		
4.4	Novice	untrained	actors	The	audition	process	generated	a	total	of	662	auditions	with	64	speaking	roles	selected	for	the	primary	cast.	It	was	determined	that	1	in	10	participants	could	successfully	deliver	a	quality	performance	in	a	relatively	minor	role,	and	1	in	20	
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exhibited	the	ability	to	act	and	deliver	dialogue	after	a	moderate	level	of	rehearsal.	It	was	further	found	that	1	in	50	people	demonstrated	expertise	equivalent	to	an	actor	who	had	experienced	several	years	of	training.		A	further	1	in	50	people	presented	with	prior	acting	experience,	however,	the	level	of	skill	was	not	necessarily	commensurate	with	the	extent	of	the	individual’s	acting	experience.	Gender	had	no	noticeable	influence	on	the	level	of	acting	skills	or	the	ability	to	develop	those	skills	over	the	course	of	the	project.	The	level	of	skill	as	a	ratio	of	total	auditions	was	as	predicted,	although	the	reliability	of	attendance,	and	final	performance	output	were	not	entirely	as	expected.	The	ability	of	respective	actors	to	deliver	convincing	characterisation	corresponded	well	with	the	volume	of	dialogue	required.	However,	10%	of	actors	lacked	the	commitment	to	rehearse	and	hone	their	skills	adequately	prior	to	their	scheduled	day	of	filming.	Moreover,	a	further	10%	of	actors	became	unreliable	for	their	attendance	during	principal	photography	resulting	in	the	need	to	rapidly	locate	alternative	participants	from	the	broader	audition	pool	who	could	present	in	short	notice.		The	attendance	issue	was	not	as	predicted	and	resulted	in	several	poorly	skilled	participants	delivering	unrehearsed	performances,	which	are	evident	in	the	film.	The	key	observation	with	the	‘last	minute’	actor	substitutions	was	that	visually	their	performances	were	not	considered	as	being	poor	until	the	audio	portion	of	the	dialogue	was	heard.	Simply	stated,	the	substitute	actor	performances	primarily	became	noticeably	poor	upon	hearing	the	unrehearsed	and	unconvincing	dialogue.	That	is,	dialogue	exerted	a	significant	effect	on	perception	of	the	quality	of	acting.	Absenteeism	with	cast	was	equally	challenging,	although	the	ramification	of	absent	actors	from	scheduled	production	created	significantly	greater	issues	to	manage	during	principal	photography.	As	with	crew,	a	certain	level	of	absenteeism	was	expected	(5%)	based	on	experience	and	supported	by	Australian	workforce	statistics.	Similarly,	the	logic	used	to	calculate	the	anticipated	absences	of	cast	overestimated	the	level	of	commitment	for	unpaid	
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volunteers	regardless	of	their	desire	to	appear	in	the	film.	The	projected	contingency	required	to	offset	absent	actors	was	inadequate	and	needed	frequent	mitigation	during	filming.	The	response	to	address	this	issue	during	the	filming	of	Stakes	was	to	rapidly	select	the	best-matched	participant	and	offer	them	impromptu	training	prior	to	their	role	being	filmed.	This	approach	was	highly	speculative	and	exacerbated	the	resulting	substandard	performances	on	screen.		Through	analysing	the	process	and	on	screen	outcome,	a	number	of	suitable	options	could	alleviate	this	issue	on	future	micro-budget	films.	Firstly,	extending	the	audition	process	slightly	to	achieve	1000	participants	would	greatly	enhance	the	grade	of	shortlisted	participants	to	select	from.	Such	an	approach	would	also	present	an	opportunity	to	develop	a	small	pool	of	substitute	actors	that	could	be	trained	for	major	roles,	although	the	feasibility	of	substituting	is	relatively	limited	once	acting	in	major	roles	has	commenced.	In	minor	roles,	developing	a	substitute	pool	of	trained	participants	to	provide	a	redundancy	is	more	practical	since	the	feasibility	of	substitution	for	minor	characters	is	reasonable.	Secondly,	improving	the	utilisation	of	automated	dialogue	replacement	(ADR)	where	the	actors	re-record	synchronized	dialogue	at	a	later	point	on	a	studio	sound	stage	could	significantly	reduce	the	perception	of	poor	performances	delivered	by	the	substituted	actors.	Improved	dialogue	characterisation	through	a	more	extensive	use	of	the	ADR	process	could	effectively	resolve	a	large	portion	of	the	perceived	substandard	acting	while	adding	minimal	cost	to	a	project.	Thirdly,	adding	a	dedicated	acting	coach	to	the	crew	who	could	assist	the	entire	cast	prior	to	and	during	the	principal	photography	stage	would	minimise	poor	performances	and	significantly	improve	the	overall	quality	of	acting	in	a	micro-budget	film.	Calculating	the	exact	costs	to	extend	the	ADR	process	is	dependent	and	relative	to	the	volume	of	dialogue	and	style	of	filming.	Framing	and	composition	of	shots,	such	as	close-ups	on	actors’	faces	create	significant	obstacles	to	the	ability	of	synchronising	lip	movements	to	dialogue.	Whilst	close-ups	may	require	the	majority	of	time	consumed	in	the	ADR	process,	they	do	not	necessarily	represent	the	majority	of	composition.	During	the	production	of	Stakes,	ADR	was	completed	over	a	period	of	30	days	at	a	cost	of	less	than	AU$300.	Extending	the	
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ADR	process	to	alleviate	the	noticeably	poor	acting	would	likely	require	doubling	the	ADR	schedule	to	60	days	to	allow	for	coaching	and	multiple	recordings	to	synchronise	the	dialogue	spoken.	It	would	be	envisioned	that	the	dedicated	acting	coach	added	to	the	crew	would	contribute	to	this	process	without	allocating	any	further	cost	to	the	budget.	Contrary	to	the	unexpected	issues	presented	by	novice	untrained	actors,	other	elements	of	this	method	performed	well	and	as	predicted.	Participants	cast	for	all	roles	presented	authentic	visual	characterisation	and	‘looked	the	part’	that	they	were	cast	for.	Moreover,	actors	cast	for	several	roles	visually	delivered	performances	equal	to	larger	multimillion-dollar	productions.	Some	of	the	participants	who	developed	strong	acting	skills	during	the	filming	of	Stakes	have	subsequently	moved	into	acting	careers,	with	one	novice	participant	recently	appearing	in	scenes	with	Cate	Blanchett	and	Robert	Redford	in	the	recent	James	Vanderbilt	film	Truth	(2015).		
4.5	New	technology	The	cameras	selected	for	principal	photography	were	the	key	aspect	of	new	technology	employed	on	the	production	of	Stakes.	Whilst	camera	technology	for	filmmaking	continues	to	advance	towards	lower	cost	options	to	generate	high	quality	professional	outputs	for	several	camera	brands,	the	specific	equipment	selected	and	how	it	was	configured	during	filming	achieved	the	advantages	envisioned	for	the	project	quality	and	cost.	The	Blackmagic	Cinema	Cameras	utilised	on	the	production	performed	exceptionally	well;	exceeding	all	expectations	predicted	for	the	equipment.	The	camera	bodies	were	configured	to	accept	low-cost	still	camera	lens	(Canon	EF	lens)	that	are	commonly	mounted	on	many	single-lens	reflex	(SLR)	cameras.	The	resulting	combination	provided	a	high-resolution	camera	capable	of	generating	filmed	vision	at	one	tenth	of	the	cost	of	the	equivalent	professional	camera	equipment.	
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The	layout	arrangement	during	filming	was	a	multi-camera	configuration,	which	provided	the	predicted	increase	in	speed	and	efficiency	on	the	majority	of	intercut	dialogue	scenes.	However,	one	noticeable	issue	of	the	camera	equipment	limitations	became	evident	with	challenges	to	consistently	achieve	accurate	focus	during	fast-paced	action	scenes.	The	difficulty	in	maintaining	accurate	focal	lengths	for	fast	moving	subjects	such	as	horses	in	a	race	was	a	known	consequence	of	employing	SLR	lens,	although	it	became	slightly	more	problematic	than	anticipated.	Such	aspects	can	be	evidenced	in	the	film	at	times.	Attaining	high	production	values	at	minimal	costs	was	a	key	consideration	in	the	micro-budget	film	Stakes.	Typically	these	production	values	are	a	culmination	of	a	number	of	factors	that	stem	from	the	filming	location	selected.	Lighting	styles,	available	props	and	the	extension	of	visual	scenery	augmented	by	set	design	also	enhance	the	value	projected	to	the	screen.	Camera	technology	and	its	ability	to	capture	these	values	in	high	resolution	images	is	an	essential	element	when	producing	any	film	destine	for	theatrical	release	on	cinema	screens.	The	camera	technology	employed	on	the	film	Stakes	was	clearly	capable	of	capturing	the	full	value	regardless	of	the	challenges	presented	by	the	location	environments.	Figure	4	of	this	section	provides	an	image	extract	that	demonstrates	the	ability	of	the	chosen	camera	technology	to	capture	high	production	values	at	cinema	resolution	in	the	most	challenging	environments.	
Figure	4:	Underground	tunnel	scene	
Source:	Stakes	(2015)	movie	
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4.6	Principal	photography	Principal	photography	was	completed	over	a	period	of	45	days.	While	not	the	shortest	possible	period	of	time	to	complete	filming	for	this	style	of	production,	it	was	nonetheless	a	reasonably	quick	schedule	for	the	volunteer	cast	and	crew.	Considering	the	combined	aspects	of	research	and	the	requirements	to	produce	a	cinematically	acceptable	film,	the	speed	of	principal	photography	was	well	within	the	predicted	range.	The	supplementary	(second	unit	filming)	was	also	achieved	within	the	time	allocated	for	the	process,	easily	meeting	expectations.	As	mentioned	in	Section	3.5,	an	additional	5	days	of	principal	photography	was	added,	which	extended	filming	to	a	total	of	45	days.	This	added	approximately	2%	to	the	below-the-line	costs	for	a	11%	increase	in	the	number	of	filming	days.	The	key	observation	during	the	filming	of	Stakes	was	that	under	certain	collaborative	arrangements,	extensions	to	the	principal	photography	period	could	be	executed	with	little	to	no	extra	costs.	Moreover,	the	knowledge	gained	through	the	production	of	the	film	confirmed	the	hypothesis,	that	the	ideal	collaborative	arrangement	could	produce	a	longer	principal	photography	period	at	a	much	lower	cost	than	experienced	on	the	production	of	this	project.		
4.7	Production	efficiency	In	developing	the	film	Stakes	the	model	was	deployed	in	the	initial	stages,	and	then	utilised	throughout	the	entire	production	process.	Establishing	the	budget	of	the	film	prior	to	the	onset	of	the	project	narrowed	certain	creative	choices	available.		However,	it	provided	the	opportunity	to	circumvent	the	immensely	bureaucratic	processes	of	government	funding	agencies,	and	prevented	a	lengthy	period	of	early	stage	development	that	typifies	federal	funding	applications	and	approval	processes.	Despite	recognising	that	an	extended	period	of	early	stage	development	frequently	generates	a	much	better	story	arc,	as	well	as	creating	more	engaging	characters,	it	also	creates	a	type	of	perpetual	revision	mentality	that	resides	in	the	Australian	industry	and	drives	film	projects	into	many	years	of	development.	From	a	contemporary	scriptwriters	perspective,	limited	time	for	revisions	is	not	entirely	irregular,	though	it	is	not	a	desirable	method	for	
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producing	a	great	story	or	script.	Removing	autonomy	from	a	storyteller’s	imagination	may	well	impact	the	ability	of	a	film	to	garner	artistic	award.		However,	it	greatly	improves	the	opportunity	for	the	project	to	achieve	sustained	commercial	returns	over	time	and	mitigates	the	risk	of	significant	financial	losses.	Thus,	the	micro-budget	model	constructs	itself	entirely	around	the	budget	as	a	nucleus,	with	the	narrative	of	the	film	being	developed	in	support	of	a	predetermined	cost.	
Above-the-line	costs	In	the	micro-budget	model,	above-the-line	costs	were	significantly	altered	both	in	percentage	and	cost.	Producer,	Director	and	Rights	cost	were	essentially	eliminated	leaving	cast	and	fringe	as	the	only	line	items	of	significance.	Prior	to	the	production	of	Stakes,	above-the-line	costs	were	initially	targeted	at	8%	of	the	total	film	budget,	plus	a	contingent	component	for	the	attachment	of	a	retired	Hollywood	A-list	actor	(Lauren	Bacall)	to	make	a	cameo	appearance.	However,	the	planned	one-day	shoot	with	the	Actor	was	cancelled	due	to	the	unfortunate	circumstance	of	her	demise.	As	a	result,	there	was	inadequate	time	to	complete	negotiations	with	the	chosen	alternate	actor	(Olivia	de	Havilland),	thus	ultimately	removing	this	contingent	cost	component.	Upon	completion	of	the	project,	above-the-line	costs	represented	only	a	negligible	line	amount,	totalling	well	under	1%	of	the	film’s	budget.	
Below-the-line	costs	In	the	micro-budget	film	Stakes,	below-the-line	costs	were	budgeted	at	slightly	over	90%	of	the	total	production	cost.	Disbursements	in	this	category	covered	expenses	ranging	from	production	staff	to	sundry	items	in	addition	to	allowing	for	a	7%	total	contingency	to	cover	any	unexpected	cost	overruns.	Table	5	displays	the	below-the-line	costs	budget	with	the	collective	Post-production	expenses	presented	in	blue	text.				
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Table	5:	Production	budget	
	
Category	and	items	
	
Budgeted	
	
	
Production	Staff	
	
$14000	
Extra	Talent	 $1800	
Set	Design	&	Construction	 $1600	
Property	&	Wardrobe	 $5400	
Makeup	&	Hair	 $800	
Camera	&	Lighting	 $8800	
Production	Sound	 $1000	
Digital	Media	&	Software	 $2400	
Transportation	 $5800	
Special	Effects	 $1200	
Second	Unit	 $600	
Travel	&	Accommodation	 $5200	
Production	Fringes	 $3000	
	 	
Editing	 $9000	
Music	&	Score	 $3000	
Post	Production	Sound	 $9000	
Main	&	End	Titles	 $500	
Visual	Effects	 $500	
Colour	Correction	 $1600	
	 	
Legal	&	Accounting	 $600	
Insurance	 $1200	
Marketing	&	Publicity	 $2800	
Photocopying	&	Printing	 $1800	
Sundry	Items	 $1600	
Contingency	 $6000	
																										Source:	Stakes	(2015)	production	During	the	initial	pre-production	phase,	it	was	envisioned	that	the	bulk	of	the	production	staff	would	be	sourced	from	a	pool	of	keen	volunteers	who	had	approached	the	project	during	the	audition	stage	and	expressed	interest	in	participating	on	the	production.	The	singular	exception	considered	to	the	all-volunteer	crew	was	acquiring	a	sufficiently	skilled	cinematographer	to	ensure	integrity	of	the	vision	recorded.	After	discussions	with	several	Sydney-based	cinematographers,	one	was	selected	at	a	cost	that	varied	noticeably	from	the	budgeted	below-the-line	amount.	
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The	balance	of	below-the-line	costs	were	minimised	to	remain	within	the	established	grand	total	allocated	for	the	project.	The	majority	of	these	costs	came	in	either	on	budget	or	below	the	original	estimates.	Considering	the	minimal	amount	budgeted	and	actually	expensed,	the	final	production	value	on	screen	was	exceptionally	high.	Set	design,	wardrobe,	makeup	and	hair	clearly	achieved	an	authentic	feel	and	look	equal	to	any	Australian	production,	and	many	larger	budget	films.	Scene	backgrounds	were	full	and	active	and	cannot	be	distinguished	as	staged	verses	real	as	demonstrated	with	Figure	5	and	Figure	6	of	this	section.	
Figure	5:	Extras	fill	the	grandstand	for	day	at	the	races	scene	
Source:	Stakes	(2015)	movie								
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Figure	6:	Authentic	costume	and	setting	for	race	scenes	
Source:	Stakes	(2015)	movie	Cost	savings	in	most	line	items	entirely	offset	overages	in	the	others	without	sacrificing	visual	production	value	or	reducing	the	authentic	feel	of	the	film	sets	and	locations.	Figure	7	of	this	section	demonstrates	authentic	interior	design	value	for	a	negligible	cost.	The	room	was	entirely	dressed	from	empty	including	clutter,	cash	counter,	prop	currency	and	smoke	filled	air	prior	to	filming.		
Figure	7:	Dressed	set	and	smoke	for	money	laundering	scene	
Source:	Stakes	(2015)	movie	
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Figure	8	of	this	section	demonstrates	an	exterior	set	filled	with	unique	visual	appeal	and	active	background	for	rail	yard	scene.	The	set	was	designed	to	emphasise	the	nature	of	the	corresponding	underworld	scene	during	filming.	
Figure	8:	Strong	visual	appeal	in	rail	yard	scene	
Source:	Stakes	(2015)	movie	For	the	most	part,	the	production’s	visual	aspect	was	successfully	achieved,	matching	the	quality	of	most	Australian-produced	films	with	significantly	higher	budgets.	The	actual	cost	required	to	achieve	the	visual	production	value	was	in	line	with	estimates	derived	from	utilising	the	micro-budget	model,	with	the	notable	exceptions	of	cinematography	and	post-production.	Cinematography,	however,	did	achieve	the	objectives	with	respect	to	production	values,	as	did	the	musical	score.	Conversely,	other	aspects	of	sound	fell	marginally	short	of	the	anticipated	outcomes.	Post-production	items	represented	the	largest	unknown,	as	cost	estimates	varied	greatly	based	on	the	quality	of	production	output,	and	the	fluctuating	level	of	skill	proposed	by	varying	personalities	from	one-off	individuals	and	small	proprietors,	to	the	industry	recognised	post-production	houses.	As	indicated	in	Chapter	Three,	one	week	prior	to	the	scheduled	first	day	of	principal	photography,	the	contracted	Sydney-based	cinematographer	withdrew	from	the	project	to	pursue	a	project	with	a	substantially	higher	remuneration	package.	The	micro-budget	model	could	not	effectively	compete	with	the	
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financial	resources	of	a	big	budget	film	to	maintain	the	chosen	cinematographer.	As	a	result	of	the	urgency	to	locate	a	replacement,	costs	for	a	new	director	of	photography	exceeded	the	budgeted	allocation	for	this	position	with	a	noticeable	impacted	on	the	production	staff	expense	as	can	be	seen	in	Table	6.	
Table	6:	Actual	costs	
	
Category	and	items	
	
Actuals	
	
	
Production	Staff	
	
NDA	
Extra	Talent	 $400	
Set	Design	&	Construction	 $1500	
Property	&	Wardrobe	 $4000	
Makeup	&	Hair	 $500	
Camera	&	Lighting	 $10000	
Production	Sound	 $800	
Digital	Media	&	Software	 $4800	
Transportation	 $6000	
Special	Effects	 $1200	
Second	Unit	 $600	
Travel	&	Accommodation	 $5000	
Production	Fringes	 $3000	
	 	
Editing	 NDA	
Music	&	Score	 NDA	
Post	Production	Sound	 $20000	
Main	&	End	Titles	 $0	
Visual	Effects	 $0	
Colour	Correction	 $20000	
	 	
Legal	&	Accounting	 $400	
Insurance	 $1300	
Marketing	&	Publicity	 $2600	
Photocopying	&	Printing	 $1800	
Sundry	Items	 $2000	
Contingency	 $6000	
																												Source:	Stakes	(2015)	production		The	micro-budget	model	utilised	a	variation	of	multiple	locations	to	maximise	production	values	therein.	This	is	achieved	by	establishing	an	‘anchor’	location	for	the	production	and	radiating	outward	across	the	minimum	practical	area.	Kevin	Smith’s	Clerks	(1994)	demonstrates	the	effectiveness	of	an	anchor	
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location,	having	been	shot	predominantly	at	one	New	Jersey	Quick-Stop	convenience	store.	The	methodology	reverses	the	sequencing	for	two	established	production	steps.	In	this	model,	locations	are	scouted	prior	to	drafting	the	script.	Once	a	suitable	location	is	established	the	script	is	then	developed	around	the	beneficial	aspects,	to	achieve	maximum	production	value.	A	usage	criterion	for	locations	is	developed	to	assist	in	determining	the	overall	value	to	the	project.	This	criterion	evaluates	the	perceived	production	value,	availability,	cost,	access,	control,	and	hazards.	Upon	completing	the	principal	photography	stage	of	the	film,	variances	became	apparent	between	the	actual	costs	of	post-production	as	compared	to	the	budgeted	forecasts	based	on	initial	estimates.	Editing	of	the	RAW	filmed	footage	required	significantly	more	time	to	construct	a	full	narrative	due	to	the	large	volume	of	files	generated	with	insufficient	data	wrangling	and	the	absence	of	a	comprehensive	paper	edit.		A	new	storage	configuration	entirely	resolved	the	transfer	speed	and	storage	issues,	although	created	inconsistencies	in	the	consolidation	of	the	overall	film	footage,	resulting	in	an	extended	period	of	clip	organisation	during	the	editing	process,	and	an	incremental	increase	in	the	digital	media	costs	as	seen	in	Table	7.											
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Table	7:	Budget	verses	Actual	costs	
	
Category	and	items	
	
Budget	
	
Actual	
	
	
Production	Staff	
	
$14000	
	
NDA	
Extra	Talent	 $1800	 $400	
Set	Design	&	Construction	 $1600	 $1500	
Property	&	Wardrobe	 $5400	 $4000	
Makeup	&	Hair	 $800	 $500	
Camera	&	Lighting	 $8800	 $10000	
Production	Sound	 $1000	 $800	
Digital	Media	&	Software	 $2400	 $4800	
Transportation	 $5800	 $6000	
Special	Effects	 $1200	 $1200	
Second	Unit	 $600	 $600	
Travel	&	Accommodation	 $5200	 $5000	
Production	Fringes	 $3000	 $3000	
	 	 	
Editing	 $9000	 NDA	
Music	&	Score	 $3000	 NDA	
Post	Production	Sound	 $9000	 $20000	
Main	&	End	Titles	 $500	 $0	
Visual	Effects	 $500	 $0	
Colour	Correction	 $1600	 $20000	
	 	 	
Legal	&	Accounting	 $600	 $400	
Insurance	 $1200	 $1300	
Marketing	&	Publicity	 $2800	 $2600	
Photocopying	&	Printing	 $1800	 $1800	
Sundry	Items	 $1600	 $2000	
Contingency	 $6000	 $6000	
														Source:	Stakes	(2015)	production		Musical	score	and	post-production	sound	encountered	a	similar	challenge	with	the	original	composer	chosen	to	develop	the	musical	score	and	soundtrack	for	the	film	replaced	late	in	the	process.	The	subsequent	time	restraints	to	complete	the	music	and	score	generated	a	premium	cost	for	both	areas	of	the	budget.	Regardless	of	the	budgetary	over-run	for	music,	the	final	cost	was	significantly	less	than	the	average	Australian	film	or	Hollywood	production,	which	range	from	AU$100,000	to	millions,	depending	on	the	composer	selected.	In	Terminator	3:	
Rise	of	the	Machines	(Mostow,	2003)	the	music	and	post-production	sound	components	totalled	more	than	US$2,000,000.	
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Colour	correction,	which	is	also	referred	to	as	‘grading,’	provided	the	final	budget	overage,	with	the	largest	contributor	to	the	cost	blow-out	being	due	to	inadequate	expectations	during	the	budget	estimations.	Clearly,	high	quality	colour	correction	is	an	unavoidable	requirement	within	any	form	or	model	of	feature	film	production	that	is	destine	for	cinema	screens.	It	should	be	noted	that	titles	(opening	and	end	credits)	and	visual	effects	were	inclusive	in	the	colour	correction	expenditure.	Table	7	provides	a	comparative	summary	of	below-the-line	costs	for	the	film.	Beyond	production	staff	and	post-production	items,	below-the-line	costs	were	collectively	on	budget	with	production	savings	equally	offsetting	any	over-runs.	The	director	of	photography	or	cinematographer	was	without	question	an	essential	element	in	the	formulation	of	a	micro-budget	model.	Addressing	the	issue	of	the	end	cost	for	this	essential	crew	member	is	considered	elsewhere	in	this	thesis.	Post-production	costs	represented	the	major	variation	between	budgeted	and	actual	expenses	during	the	project.	The	micro-budget	model	was	never	intended	to	be	exempt	from	the	requirement	of	professional	quality	post-production	work.	Under	the	onus	of	testing	the	model	in	the	most	practical	yet	real-world	situation	possible,	the	post-production	process	could	not	achieve	the	most	efficient	practice	envisioned	at	the	onset	of	the	study.	Therefore,	it	was	anticipated	that	the	costs	for	certain	post-production	items	could	exceed	the	early	estimates	outlined	in	the	projected	budget	under	certain	instances.	The	combined	editing	suite	including	colour	correction	software	was	equivalent	to	the	systems	employed	on	most	multi-million	dollar	film	productions,	yet	the	total	cost	was	a	relatively	low	portion	of	the	digital	media	and	software	entry	in	Table	7.		One	principal	factor	in	the	cost	overage	of	post-production	expenses	was	the	inability	to	develop	or	identify	a	suitably-skilled	practitioner	to	accept	the	dual	role	of	editing	and	grading.	The	cause	of	this	situation	is	predominantly	due	to	the	current	structure	paradigm	of	feature	film	production	and	the	existing	post-production	model	present	in	the	Australian	film	industry.	
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Contingent	costs	As	discussed	previously,	contingent	costs	have	the	ability	to	impact	production	budgets	and	final	cost	in	a	number	of	detrimental	ways.	The	costs	for	participation	in	revenues	clearly	increase	the	requirement	for	added	administrative	resources	to	manage	the	complexities	of	such	arrangements.	Expectations	that	may	become	unrealistic	in	connection	to	sharing	in	the	unknown	profitability	of	a	film,	or	how	that	point	is	determined,	are	entirely	avoided	when	there	is	no	share	offered.	Deferrals	are	not	considered	a	viable	process	for	the	micro-budget	model,	since	the	administrative	resources	required	to	satisfactorily	maintain	goodwill	in	more	than	one	film	project	becomes	an	onerous	task.	Furthermore,	the	proposed	model	also	relies	on	the	vertical	integration	of	production	and	distribution,	which	would	be	partially	fragmented	through	the	expressed	indirect	ownership	in	the	film	project	as	a	result	of	deferral	contracts.	Thus,	no	contingent	costs	were	presented	in	the	project	resulting	in	no	impediments	to	any	of	the	integrated	elements.		
4.8	Collaboration	
Sponsorship	As	discussed	in	Section	2.5.7.1,	corporate	sponsorship	is	a	well-established	and	common	method	of	creating	goodwill	and	brand	association	through	the	activities	of	another	selected	organisation.	From	the	onset	of	the	project	it	was	envisioned	that	if	a	micro-budget	film	could	be	produced	for	$100,000	or	less	it	would	be	feasible	to	secure	a	corporate	sponsor	willing	to	offset	a	substantial	amount	of	below-the-line	costs	as	a	co-promotional	expense.	From	a	large	corporation’s	perspective,	that	amount	of	expenditure	on	a	national	advertising	campaign	is	considered	a	relatively	minimal	cost.		Such	a	cost	is	equal	in	some	cases	to	a	single	promotion,	and	substantially	less	than	what	many	international	brands	allocate	for	a	few	seconds	of	product	placement	on	screen	in	big	budget	films	as	was	discussed	in	Chapter	Two.	Since	the	film	Stakes	was	planned	as	a	nationwide	release,	the	feasibility	of	attracting	and	providing	strong	value	for	the	right	corporate	sponsor	became	a	plausible	opportunity.	Several	options	
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were	considered	with	respect	to	establishing	a	suitable	brand	and	company	that	would	properly	align	with	the	story	concept	and	easily	integrate	into	the	filmed	narrative	without	becoming	obvious	to	the	audience	as	a	commercial	placement.	Furthermore,	the	co-promotional	partnership	was	also	required	to	contribute	to	and	enhance	the	film	première	strategy	of	red-carpet	events	on	opening	night.	It	should	be	noted	that	for	the	purposes	of	this	research	(testing	of	the	micro-budget	motion	picture	production	model)	it	was	far	more	important	to	establish	whether	the	envisioned	co-promotional	sponsorship	was	possible	as	opposed	to	actually	securing	the	funds	to	offset	costs	for	the	Stakes	(2015)	production.	This	was	justified	for	several	reasons.	Firstly,	negotiations	at	this	level	require	a	certain	degree	of	resources	over	a	protracted	period	of	time.	Corporate	entities	are	expected	to	ensure	the	integrity	of	their	brand	identification,	extent	of	legal	liability	from	the	visual	representation	of	their	product,	and	have	several	levels	of	administrative	bureaucracy	that	need	to	be	navigated	before	a	legally	binding	contract	can	be	forged.	Hence,	redirecting	resources	from	the	primary	research	and	film	production	in	aid	of	recouping	expenditure	seemed	secondary	to	the	overall	goal	of	the	project.	Nevertheless,	a	suitable	corporate	sponsor	was	eventually	selected	(name	withheld	due	to	commercial-in-confidence	considerations)	and	co-promotional	agreements	signed,	achieving	the	predicted	collaborative	outcome	though	excluding	the	predicted	monetary	exchange	due	primarily	to	the	lack	of	lead-time	to	complete	the	financial	negotiations.	The	main	observation	as	a	result	of	the	research	is,	that	commercial	co-promotions	with	this	level	of	intent	are	best	developed	during	the	conceptual	stage	of	a	micro-budget	production	or	ideally	prior	to,	by	developing	the	appropriate	relationships	before	initiating	the	project.	
Product	placement	Product	placement	in	motion	pictures	has	been	an	ongoing	element	of	filmmaking	for	many	years.	Embedding	a	company’s	product	into	the	film	Stakes	created	brand	integration	that	was	virtually	impossible	to	remove	during	screening.	This	technique	subtly	promoted	the	company’s	product	and	brand	in	a	unique	way	as	opposed	to	traditional	advertising.	Whilst	not	employed	as	a	core	method	to	raise	funds	in	the	micro-budget	production	it	did	provide	a	significant	
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opportunity	to	offset	many	below-the-line	costs.	These	cost	offsets	were	generally	in	the	form	of	services	in	return	for	the	product	placement	in	the	project.	Several	companies,	individual	services	and	product	brands	were	identified	and	persuaded	to	provide	a	contribution	of	products	or	services	to	support	the	principal	photography	period	in	return	for	placement	and	promotion	in	the	film.	Food	catering,	fitness	training,	saddlery,	jockey	outfits,	still	photography,	and	many	other	products	and	services	were	provided	by	local	enterprises.	Though	their	contribution	value	was	relatively	small	on	a	monetary	scale	(less	than	$1000	per	company	or	product),	the	offset	was	significant	when	considered	collectively.	Moreover,	the	savings	resulted	in	deploying	the	limited	resources	to	catering,	makeup,	or	acquiring	complex	props	such	as	wedding	gowns	or	funeral	equipment,	providing	additional	value	by	reducing	cumulative	commitments	on	the	administrative	team	of	volunteers.	While	the	product	placement	method	was	deemed	a	success,	it	was	clearly	underutilised	in	reaching	its	potential.	As	was	noted	in	the	previous	section,	the	importance	of	validating	the	envisioned	product	placement	method	exceeded	the	importance	of	maximising	the	commercial	benefits	at	the	expense	of	the	overall	research.	Thus,	many	placement	opportunities	were	simply	missed	or	forfeited	due	to	the	lack	of	time	by	the	film	producer	and	inexperience	among	the	volunteers	assigned	as	associate	producers	handling	the	discussions.	The	observation	made	during	this	process	was	that	a	dedicated	and	experienced	marketing	crew	member	could	have	been	identified	during	the	audition	process	or	attached	to	the	film	project	prior	to	initiating	the	concept	and	story.	This	result	(an	experienced	marketeer	on	the	crew)	would	have	been	likely	to	achieve	both	the	co-promotional	sponsorship	goals	as	well	as	maximising	the	product	placement	achievements.	Clearly,	the	ideal	scenario	would	be	to	develop	ongoing	relationships	with	national	companies	to	foster	co-promotional	associations.	Such	co-promotion	was	found	to	encourage	a	greater	degree	of	interest	from	local	enterprises	to	approach	the	micro-budget	project	with	a	desire	to	collaborate.		
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Charitable	opportunities	In	recognition	of	the	level	of	volunteer	contribution	associated	with	the	project,	the	concept	of	charitable	and	philanthropic	activity	was	seen	as	a	natural	output	consistent	with	a	micro-budget	model.		The	charitable	aspect	available	to	the	micro-budget	model	can	be	significant	if	deployed	effectively.	Several	charitable	opportunities	arose	during	the	production	and	distribution	of	the	film	Stakes.	Firstly,	tickets	to	the	movie	première	were	donated	to	a	number	of	groups	supporting	the	local	communities	that	screened	the	film.	Charitable	organisations,	educational	institutions,	local	community	groups,	and	people	who	simply	needed	some	respite	from	their	day-to-day	challenges	of	life	received	free	tickets	for	entry.	In	Wagga	Wagga,	a	dedicated	fundraising	movie	night	on	the	6th	of	November	2015	was	established	to	support	Brad	Fewson	and	his	appeal	to	raise	funds	for	continued	medical	treatment	for	Traumatic	Brain	Injury	(TBI).	The	‘Help	Brad	Fewson	to	keep	fighting	fundraising	event’	was	quite	successful	and	significantly	supported	his	ongoing	campaign	towards	recovery.	Adam	Drummond,	a	lead	actor	in	the	film,	supported	sick	children	at	Ronald	McDonald	House	with	a	guest	appearance,	and	provided	autographed	photos	from	behind	the	scenes	shots	during	the	films	principal	photograph	stage.	In	retrospect,	a	larger	charitable	outcome	could	have	been	accomplished	with	the	applied	knowledge	gained	from	the	film	project.	Considering	the	resources	employed	to	market	the	film	in	the	three	eastern	states	compared	to	the	actual	gross	box	office	receipts,	there	is	a	strong	case	to	consider	donating	the	entire	opening	night	box	office	revenue	across	all	cinemas	nationwide	to	a	national	charity	and/or	a	suitably	recognised	organisation	such	as	the	Country	Women’s	Association.	This	in	effect	would	maximise	the	charitable	value	for	the	selected	organisations	while	likely	achieving	the	same	market	penetration	and	media	support	that	is	required	to	maintain	an	extended	season.		
4.9	Vertical	integration	The	anticipated	vertical	integration	did	eventuate	as	predicted	for	the	micro-budget	film	Stakes.	Global	copyright	was	maintained	for	all	aspects	of	the	
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production,	including	musical	score,	multiple	distribution	mediums	and	all	international	rights.	The	process	to	achieve	this	result	was	found	in	the	cumulative	method	of	the	micro-budget	model	outlined	by	the	following	steps:-	
• Rejecting	government	financial	subsidies	that	dilute	copyright	
• Declining	offers	that	would	have	diluted	copyright	
• Creating	original	filmed	content	
• Commissioning	an	original	musical	score	
• Avoiding	contingent	agreements	
• Retaining	distribution	rights	
• Controlling	distribution	windows	
• Setting	an	exhibition	schedule	These	elements	could	be	greatly	enhanced	in	their	effectiveness	by	following	the	noted	observations	in	this	chapter	and	avoiding	the	detrimental	aspects	presented.		
4.10	Alternative	distribution	and	exhibition	
Genre/classification	The	micro-budget	motion	picture	production	model	is	based	upon	selection	of	the	right	mix	of	genre	and	classification.		The	‘kind’	or	‘type’	(genre)	of	film	chosen	to	develop	plays	an	important	role	in	the	final	outcome	of	the	production	methodology.	It	was	predicted	that	participants	in	the	model	would	join	the	process	primarily	due	to	their	interest	in	the	genre	of	the	project.	The	methodology	isolates	a	particular	group	of	genres	that	naturally	harmonise	with	the	structural	resources	proposed	in	the	new	method	and	are	selected	on	the	basis	of	available	financial	resources,	location,	context,	and	broadest	audience	appeal.	Stakes	targeted	the	following	genres:	
• Crime	
• Drama	
• Sport	
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Genre	selection	performed	as	predicted,	attracting	a	substantial	volume	of	participants	to	the	audition	process.	More	significant	in	respect	to	the	model,	is	that	the	selected	genre	did	not	discourage	participants	as	could	have	been	the	situation	with	certain	other	genres	selected.	A	key	consideration	in	the	model	was	to	align	the	film	content	to	a	film	classification	that	would	be	commensurate	with	the	prevailing	populous	and	demographics	of	the	geographic	region	planned	for	production	and	release.	The	goal	of	the	film	was	to	reach	the	widest	possible	target	audience	with	the	maximum	possible	impact.	Box	office	numbers	and	peripheral	exhibition	channels	represent	a	significant	portion	of	the	success	in	the	overall	project	and	model	methodology.	Project	participants	represent	the	first	tier	of	audience	development,	and	are	a	central	element	in	the	success	of	the	theatrical	release	window.	Hence,	the	importance	of	finding	the	‘right	fit’	in	the	community	in	terms	of	content	was	crucial	to	leveraging	the	broader	community	support	during	production.	Selecting	a	controversial	topic,	the	inclusion	of	gratuitous	sex,	excessive	nudity	or	extreme	course	language	can	present	added	challenges	for	cinema	exhibition	in	regional	areas.	The	potential	to	alienate	vocal	specific-interest	groups	in	the	community	was	a	vital	consideration	from	both	a	production	support,	and	the	theatrical	release	perspective.	Therefore,	the	decision	to	maintain	an	M-Classification	regardless	of	the	narrative	chosen	provided	assurance	from	the	uncertainty	of	regional	and	audience	acceptance.	Attempting	to	gain	support	in	a	conservative	community	to	produce	a	film	with	provocative	content	likely	undermines	the	efforts	to	generate	the	good	will	necessary	to	support	a	micro-budget	film	in	many	regional	areas.	It	is	not	suggested	herein	that	micro-budget	film	productions	cannot	address	provocative	themes.	To	the	contrary,	micro-budget	productions	have	the	unique	ability	to	explore	some	of	the	most	controversial	topics,	as	the	reliance	on	satisfying	investors	is	for	the	most	part	non-existent.	Nevertheless,	there	should	be	a	considered	strategic	decision	made	upon	the	inception	of	the	project	with	regards	to	the	consequences	of	selecting	the	specific	content	in	relation	to	the	region	chosen	for	film	production.	It	should	also	be	noted	that	there	is	a	valid	opposing	theory	that	local	media	coverage	of	controversy	can	create	an	
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overwhelming	level	of	recognition	for	a	film	and	a	desire	amongst	some	people	to	see	the	film.	Controversy,	as	a	strategy	for	marketing	films,	is	not	a	novel	concept;	however,	it	can	produce	extraordinary	results	that	far	exceeds	the	reach	of	limited	marketing	budgets.	Irrespective	of	the	argument	in	favour	of	or	against	employing	controversial	content	as	a	tool	for	marketing,	such	a	strategy	can	be	risky.	Moreover,	the	ability	to	control	unanticipated	or	detrimental	aspects	of	this	type	of	strategy	can	frequently	go	beyond	the	ability	of	a	minimally	staffed	micro-budget	film	to	manage.	Therefore,	the	stature	of	the	micro-budget	production	must	be	the	primary	consideration	for	engaging	community	support,	and	the	decision	in	regards	to	classification	should	be	made	at	the	onset	of	pre-production	and	committed	well	prior	to	principal	photography.		The	chosen	classification	for	the	micro-budget	film	Stakes	was	deemed	successful	in	every	respect	and	found	to	be	supportive	in	relation	to	the	stature	of	the	production.	No	derogatory	comments	were	observed	in	relation	to	the	M-Classification.	Subsequently,	no	detrimental	effects	were	experienced	as	a	result.	This	element	of	the	model	performed	as	predicted.	
Market	As	noted	in	Chapter	Two,	the	scope	of	the	study	focuses	on	market-driven	films.	This	should	not	be	confused	with	a	market-driven	strategy,	which	is	a	common	approach	found	in	contemporary	business	strategies.	Whilst	the	micro-budget	model	would	be	equally	capable	of	producing	special	interest	motion	picture	content	or	propaganda	films,	this	study	is	primarily	concerned	with	investigating	a	model	that	appeals	to	the	intrinsic	demands	of	commercial	audiences,	and	as	such	can	be	viewed	as	a	market-driven	approach.	For	the	film	Stakes,	the	market	presented	itself	as	predicted	with	no	unexpected	variations.	The	micro-budget	model	was	effectively	capable	of	penetrating	the	theatrical	market	as	predicted,	and	was	presumed	to	be	a	consequence	of	maintaining	the	global	copyright	and	employing	the	theatrical	release	strategy	utilising	the	Hollywood	style	World	Première.	
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Theatrical	release	Utilised	properly,	independent	cinemas	collectively	can	provide	a	theatrical	release	that	is	equal	in	scale	to	the	dominant	cinema	chain	in	the	country	(refer	to	Table	8).	Through	direct	negotiation,	most	independent	cinemas	will	hire	screens	at	reasonable	rates	outside	their	peak	holiday	periods.	Such	opportunities	can	provide	access	to	a	wide	theatrical	release	for	any	micro-budget	film	that	meets	the	technical	projection	requirements	of	a	Digital	Cinema	Print	(DCP)	and	has	adequate	budgetary	reserves	for	self-distribution.			
Table	8:	Cinema	chains	and	Independent	Exhibitors	
	
Cinema	Chain	or	Group	
	
Cinemas	
	
	
Event	Group	(Event,	Greater	Union,	BCC)	
	
				62	
Hoyts	Group	 				38	
Village	Cinemas	(includes	affiliates	&	joint	ventures)	 				26	
Palace	Cinemas	(includes	partnerships	&	joint	ventures)	 				20	
Reading	Cinemas	 				19	
United	Cinemas	 						8	
Majestic	Cinemas	 						7	
Cineplex	Australia	 						6	
Grand	Cinemas	 						6	
Wallis	Cinemas	 						5	
Dendy	Cinemas	
Oran	Cinemas	
						4	
						4	
Forum	6	Cinemas	(includes	Odeon	5	Cinemas)	 						3	
Ace	Cinemas	 						2	
	 	
Independent	Cinemas	(collectively)	 				74	
	 																				Source:	Owen	(2017)		The	Regent	Cinema	in	Albury	NSW	was	utilised	for	this	approach.	The	venue	has	a	range	of	cinemas	that	seat	from	30	people	up	to	500	people,	and	is	centrally	located.	Its	position	services	two	regional	towns	with	a	combined	population	in	excess	of	87,000.	The	130-seat	cinema	in	Albury	was	hired	and	paid	before	the	opening	of	Stakes	on	the	29th	of	October	2015.	The	cinema	hire	established	in	advance	a	fixed	rate	per	seat	providing	a	revenue	return	of	62%	per	seat.	This	established	an	opportunity	premium	of	14%	more	revenue	than	standard	
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exhibition	terms	of	50%	gross	box	office	(GBO)	within	the	established	distribution	model.	The	Roxy	Theatre	in	NSW	provided	the	highest	revenue	opportunity	using	this	‘hired	and	paid	before’	method.	With	a	combined	seating	availability	for	1100	people	over	two	sessions	on	29th	of	October	2015,	the	Roxy’s	had	a	potential	of	96%	revenue	return	per	seat	compared	to	the	50%	of	GBO	within	the	established	distribution	model.	Alternatively,	the	Australian	Capital	Territory	cinemas	presented	the	highest	costs	for	hire	resulting	in	the	lowest	potential	revenue	returns	per	seat	at	50%,	equalling	what	would	be	expected	from	the	established	distribution	model.	However,	the	standard	box	office	distribution	agreement	(50%	split	of	the	GBO)	leaves	cinemas	with	the	entire	burden	of	maximising	ticket	sales	as	revenue	for	each	empty	seat	is	borne	by	the	exhibitor.	Whereas,	the	direct	hire	of	the	cinema	leaves	the	hiring	party	responsible	for	efficiently	maximising	the	seating	capacity	and	them	ultimately	responsible	for	maximising	revenue	for	each	session.	
Film	première	The	movie	première	strategy	of	the	micro-budget	model	provided	a	unique	experience	for	the	opening	night	of	the	film,	as	was	discussed	in	Section	3.8.1.	The	première	event	strategy	performed	as	predicted,	although	the	scale	and	attendance	at	première	venues	varied	significantly.	This	variation	was	due	in	part	to	insufficient	resources	that	became	an	issue	as	a	result	of	not	fully	exploiting	the	collaborative	elements	of	corporate	sponsorship	co-promotion	or	charitable	opportunities	with	a	national	organisation.	Since	knowledge	of	this	strategy	has	become	more	widely	known,	the	Independent	Cinema	Association	of	Australia	(ICAA)	has	adopted	the	model	to	assist	their	member	cinemas	nationally.	The	interest	from	ICAA	in	carrying	this	strategy	forward	provides	strong	evidence	in	the	value	of	the	concept	and	an	endorsement	of	this	aspect	of	the	model.	The	full	integration	of	a	comprehensive	co-promotion	element	would	sustain	ongoing	interest	in	the	première	event	strategy	so	as	to	prevent	the	novelty	from	waning.		
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Exclusion	of	cities	As	discussed	in	Section	3.8,	large	metropolitan	cities	were	determined	to	be	impractical	due	to	a	number	of	underlying	issues.	Regional	towns	within	a	specific	population	range	were	selected	as	the	basis	for	the	micro-budget	model.	Over	the	duration	of	the	film	production	in	Wagga	Wagga,	this	strategy	was	firmly	validated	in	all	respects,	strengthening	the	belief	that	the	region	selected	for	filming	plays	a	pivotal	role	in	the	methods	used	for	a	successful	micro-budget	production.		
4.11	Region	benefits	
The	micro-budget	film	Stakes	provided	an	exploratory	approach	to	assess	the	benefits	associated	with	a	micro-budget	feature	film	in	Australia.		The	following	sections	offer	useful	insights	to	the	direct	and	indirect	benefits	on	a	regional	location	that	can	be	experienced	from	a	successful	micro-budget	model	operating.	
Direct	benefits	The	revenue	injected	into	the	community	of	Wagga	Wagga	for	accommodation,	food,	fuel	and	sundries	was	a	considerable	portion	of	the	overall	Stakes	budget.	The	film	production	generated	a	noticeable	fiscal	input	to	the	local	community	with	120	primary	cast	and	crew,	plus	an	additional	280	extras	stimulating	economic	activity	in	the	local	area	for	the	principal	photography	period.	Prior	to	the	primary	filming	schedule,	pre-production	engaged	36	of	the	main	crew	and	62	cast	for	four	months	in	preparation	to	the	principal	filming	days.	Whilst	the	
Stakes	production	represented	a	measurable	direct	expenditure	in	the	Wagga	Wagga	community,	the	peripheral	spend	from	cast	and	crew	was	significant	and	broad	in	nature	covering	areas	such	as:	
• Retail	shopping	
• Automotive	repairs	
• Hair	styling	
• Fitness	training	
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• Clothing	alterations	
• Dental	care	
• Entertainment	The	majority	of	these	discretionary	spends	tended	to	be	directed	towards	small	and	medium-sized	enterprises	in	the	regional	location,	in	turn	supporting	other	local	merchants	by	retaining	the	revenue	in	the	area.	The	direct	benefits	also	continued	beyond	the	pre-production	and	principal	photography	period.	A	second	wave	of	expenditure	accompanied	the	movie	première,	as	several	hundred	friends	and	relatives	of	the	cast	and	crew	travelled	to	attend	the	event	at	the	Forum	6	Cinema	Wagga	Wagga.	The	movie	première	event	simultaneously	generated	similar	activities	across	the	300km	regional	zone,	as	selected	actors	and	crew	were	assigned	to	appear	in	specific	cinemas	located	in	towns	within	the	zone	on	the	same	night.	The	consequential	direct	benefits	for	the	Wagga	Wagga	community	are	unknown	in	relation	to	the	film	Stakes.	However,	it	is	impossible	to	rule	out	any	consequential	benefits	at	present	considering	discussions	to	spinoff	the	film	as	an	Australian	television	series	have	not	reached	conclusion	or	eliminated	Wagga	Wagga	as	a	possible	future	production	destination.	
Indirect	benefits	The	micro-budget	film	Stakes	provided	a	number	of	valuable	indirect	benefits	in	the	Wagga	Wagga	area,	and	surrounding	300km	regional	zone.	In	addition	to	the	direct	expenditure	into	the	community	through	filming,	branding	to	the	region	was	achieved	through	a	series	of	media	stories	as	was	discussed	in	Section	3.8.1.	The	collective	media	hype	developed	a	broader	recognition	for	the	project	and	highlighted	the	novel	approach	to	the	film’s	involvement	in	the	regional	community	of	Wagga	Wagga.		A	large	number	of	local	merchants	provided	access	to	their	premises	for	use	as	a	filming	location,	and	subsequently	benefited	from	a	cost-free	placement	of	their	business	or	brand	within	the	film	itself.	Other	regional	institutions	and	businesses	enjoyed	the	association	through	free	advertising	and	editorial	comment	on	the	film	production’s	website,	Facebook	page,	Twitter	account	and	
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other	social	media	platforms.	These	indirect	benefits	were	not	isolated	just	to	Wagga	Wagga.	Several	other	townships	in	the	region	shared	in	the	principal	photography	and	pickup	filming	for	the	micro-budget	production.	Albury,	Junee,	Adelong,	Gundagai,	Yass	NSW	all	provided	unique	filming	locations	that	enveloped	a	sense	of	local	pride	for	their	inclusion	in	a	feature	film.		The	movie	première	strategy	provided	another	unique	experience	for	the	opening	night	of	the	film.	Temora	NSW,	with	a	population	of	just	3,874	demonstrated	great	pride	with	the	community	cinema	filled	to	capacity	and	many	enjoying	the	glamour	of	the	première.	The	indirect	benefit	in	towns	such	as	Temora,	Cootamundra,	and	Cowra	NSW	become	prominent	when	compared	to	the	existing	distribution	and	exhibition	arrangements	that	these	towns	are	forced	to	accept	from	the	major	distributors.	Not	only	do	these	community	cinemas	not	have	the	opportunity	to	host	a	première,	they	rarely	have	the	opportunity	to	even	screen	a	new	released	film	before	the	90-day	window	has	elapsed	from	the	metropolitan	cinema	openings.	Indirect	benefits	also	generated	a	flow-on	effect	in	all	the	communities	that	hosted	the	movie	première.	Towns	such	as	Leeton,	Griffith,	Young	and	Narooma	NSW	all	benefitted	from	hosting	the	première	through	providing	friends	and	family	of	the	cast	and	crew	with	accommodation,	food,	fuel	and	services	during	the	opening	weekend	of	the	film.		
4.12	Return	on	investment	Currently,	there	is	insufficient	information	available	to	definitively	assess	the	ROI.	ROI	is	predicted	to	be	established	over	an	extended	period,	in	line	with	the	standards	of	the	motion	picture	industry,	since	ROI	is	based	on	cumulative	revenue	that	flows	from	all	distribution	windows	including	foreign	market	sales	that	have	not	occurred	as	of	yet.		That	is,	the	test	of	the	model	has	not	yet	yielded	sufficient	information	to	properly	calculate	ROI	due	to	the	constraints	of	the	timeframe	of	a	PhD	project.		This	is	an	aspect	that	future	tests	of	the	micro-budget	model	would	need	to	consider.	ROI	for	the	film	could	be	reasonably	assessed	by	2020.		
		 121	
4.13	Success	In	the	context	of	this	project,	success	needs	to	be	considered	in	two	ways:	success	of	Stakes	the	film	and	success	of	the	individual	hypotheses	tested	in	the	micro-budget	motion	picture	production	model.		Whilst	the	two	aspects	are	intimately	linked,	they	are	distinctly	different	in	the	form	of	their	ultimate	goals,	expectations	and	outcome.	Since	the	primary	emphasis	of	the	film	production	was	to	conduct	impartial	research	into	the	feasibility	of	a	micro-budget	production	model,	it	stands	that	many	compromises	were	made	to	the	final	film’s	quality	in	the	pursuit	of	prioritising	the	Research	Objectives	for	this	study.	A	motion	picture	production	alone	is	an	immense	undertaking	in	any	respect,	regardless	of	the	budget	size.	Distribution	of	motion	pictures	is	also	an	enormous	undertaking,	so	much	so	that	virtually	every	film	producer	completely	outsources	the	distribution	process;	in	turn	relinquishing	the	copyright.	Furthermore,	the	resources	necessary	to	complete	a	comprehensive	doctoral	dissertation	simultaneously	present	a	number	of	impediments	to	the	attention	required	to	execute	a	high-quality	motion	picture.	These	points	should	be	balanced	when	assessing	the	success	of	the	film	Stakes	amongst	the	mainstream	films	released	in	2015.	However,	success	is	a	broad	term	as	noted	in	Section	2.6.7	and	the	communities	connected	with	the	film	experienced	significant	success.	Many	of	individuals	celebrated	the	opportunity	to	be	associated	with	the	project.	The	regional	city	of	Wagga	Wagga	benefited	from	the	production,	and	many	other	regional	cities	and	towns	enjoyed	the	opportunity	to	experience	a	movie	première	event.	Cast	and	crew	including	extras	were	recognised	for	their	success	such	as:	“Family	and	friends	attended	the	première	with	myself	last	night	and	wow	what	a	great	night.	From	the	moment	I	walked	in	I	felt	like	a	star,	paparazzi,	red	carpet	and	even	got	to	sign	some	posters”	(Jennings,	2015,	“Premiere	at	Griffith,”	para	1).	Others	leveraged	their	cinematic	debut	and	newfound	notoriety	to	forge	careers	within	the	industry	as	seen	in	Figure	9	of	this	section.			
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Figure	9:	Supporting	actors	with	front-page	media	coverage	
Source:	Gold	Coast	Bulletin	(2015)	The	relative	success	to	those	who	participated	was	widespread	and	tangible	beyond	the	scope	available	to	cite	in	this	study.	For	many	people	involved	in	the	film,	they	enjoyed	the	opportunity	to	participate	with	recognition	in	the	final	credits;	others	embarked	on	journeys	to	pursue	careers	in	acting.	Based	on	anecdotal	evidence	received	from	an	informal	exit	poll	96%	of	cast	and	crew	enjoyed	the	overall	experience	with	92%	stating	they	would	be	interested	in	taking	a	larger	role	on	a	similar	film	production	if	it	arose	in	the	future.	Success	in	terms	of	box	office	revenue	for	the	film	was	more	elusive	due	in	part	to	the	imposing	limitations	in	the	scale	of	the	project.	It	is	also	important	to	note	the	fundamental	basis	for	the	project	was	to	establish	a	low-cost	film	in	the	form	of	a	micro-budget	model	with	the	understanding	that	such	a	model	would	provide	consistent	ROI	over	a	period	of	time.	The	theatrical	release	in	Australia	was	primarily	to	promote	the	legitimacy	of	the	film	within	a	specific	context.	Ancillary	markets	represented	an	essential	component	for	ROI	success,	as	they	do	with	all	motion	pictures	regardless	of	budget.	Therefore,	the	success	of	Stakes	‘the	film’	can	only	be	fully	assessed	once	all	the	distribution	windows	have	been	exhausted	and	foreign	markets	completely	exploited	over	a	period	of	several	years.	Interestingly,	foreign	markets	represent	the	most	viable	long-term	revenue	streams	for	the	film,	since	the	global	copyright	was	
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maintained,	and	the	film’s	principal	issue	of	poorly	delivered	actors	dialogue	will	be	resolved	during	the	foreign	language	voice-overs	or	minimised	if	alternatively	subtitled.	With	regard	to	the	success	of	the	individual	hypotheses	tested,	the	micro-budget	model	performed	in	line	with	the	majority	of	predictions.	The	individual	components	tested	that	have	been	discussed	in	this	chapter	are	summarised	in	Table	9.	The	majority	of	components	observed	in	the	model	behaved	as	predicted,	although	several	were	clearly	underutilised	due	to	competing	resources	required	to	achieve	research	outcomes	as	opposed	to	financial	gain.	Therefore,	Stakes	can	be	considered	as	a	successful	test	of	the	micro-budget	model,	irrespective	of	box	office	success	or	this	author’s	subjective	opinion	of	the	film.		 	
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Table	9:	Micro-budget	production	model	performance	evaluation	
	
Model	component	
	
Prediction	
	
	
Performed	
as	predicted	
	
Importance	
level	
Market	 Existing	restrictive	distribution	
channels	could	be	
circumvented	
Yes	 High		
Regional	location	 -	could	support	criteria	for	
micro-budget	film	
Yes	 High		
Novice	untrained	crew	 -	could	reliably	perform	tasks	
after	training	
Partial	 Moderate		
Novice	untrained	actors	 -	could	deliver	convincing	
character	performance	after	
training	
Partial	 High		
New	technology	 -	could	deliver	cinema	quality	
results	at	very	low	costs	
Yes	 Moderate	
Principal	photography	 -	could	be	completed	in	a	
compressed	schedule	
Yes	 Minor	
Production	efficiency:	
-above	the	line	costs	
-below	the	line	costs	
-contingent	costs	
	
-	could	be	<10%	of	costs	
-	could	be	<$100K	
-	could	be	eliminated	
	
Yes	
Yes	
Yes	
	
High		
Moderate	
Moderate	
Collaboration	 That	a	simulated	collaborative	
micro-budget	method	could	
produce	a	motion	picture	that	
had	a	theatrical	release	
Yes	 High		
Sponsorship	 -	could	offset	below-the-line	
costs	by	100%	
Yes	 Moderate		
Product	placement	 -	could	offset	certain	below-
the-line	costs	
Partial	 Moderate	
Vertical	integration	 That	a	completely	integrated	
production	could	maintain	the	
global	copyright	while	
reducing	costs	
Yes	 High		
Alternative	distribution	&	
exhibition:	
(genre,	classification,	
exclusion	of	cities)	
That	community	support	is	
linked	to	genre	selection	and	
certain	classifications	
Partial	
	
	
	
	
Moderate		
	
Low	cost	target	 Underpins	model	 Partial	 High		
Success:	
(critical	acclaim,	
industry	acceptance,	
market	acceptance)	
To	be	≥	the	quality	of	a	small	
budget	film	
	
Yes	
	
	
	
	
Minor		
	
Return	on	investment	 100%	 	 Moderate		Source:	Owen	(2016)		
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4.14	Recommendations	Based	upon	the	test	of	the	micro-budget	motion	picture	production	model	as	presented	above,	the	major	impediments	to	micro-budget	film	production	can	be	summarised	as:	
• Insufficient	quantity	of	auditions	to	achieve	adequate	cast	and	crew	
• Unanticipated	level	of	absenteeism	and	the	associated	effects	
• Inconsistent	acting	quality	and	auditable	dialogue	
• Resources	required	to	finalise	corporate	sponsorship	
• Dedicated	time	to	focus	on	creative	aspects	of	the	film	
• Alignment	of	post-production	services		Future	research	should	focus	on	these	aspects	of	the	model,	and	consider	the	following	recommendations:	
• Absenteeism	–	can	be	effectively	resolved	by	increasing	the	total	number	of	auditions	to	1200,	which	in	turn	provides	a	greater	level	of	redundancy	across	all	roles.	A	lesser	quantity	of	auditions	(1000)	would	be	considered	the	minimum	if	supplemented	with	an	increased	training	regime.	Alternatively,	increasing	the	contingency	for	absenteeism	to	10%	if	the	prior	audition	volumes	are	not	achieved.	
• Acting	quality	–	can	be	improved	by	the	addition	of	an	acting	coach	to	the	crew.	Appropriate	participants	for	this	role	should	be	considered	and	identified	during	the	audition	phase	or	alternatively	located	prior	to	principal	photography.	
• Corporate	sponsorship	–	should	be	instigated	prior	to	commencing	the	project.	Alternatively,	a	skilled	marketing	role	may	be	required	to	achieve	the	necessary	outcome	through	collective	product	placements.	
• Collaboration	–	through	differing	structures	could	resolve	the	shortfall	in	resources	with	respect	to	creative	requirements,	as	well	as	the	post-production	services.		Given	that	the	most	important	components	of	the	micro-budget	motion	picture	production	model	behaved	either	fully	or	partially	as	predicted	(Table	9),	it	is	
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concluded	that	the	“Stakes”	project	was	a	successful	test	of	the	model.		This	analysis	of	the	model	highlighted	that	the	most	important	factors	in	the	model	were:	
• Market	
• Regional	location	
• Novice	untrained	actors	
• Above-the-line	costs	reduction	
• Collaboration	
• Vertical	integration	The	identification	of	these	factors	provides	important	insight	for	future	adopters	of	the	micro-budget	model.	In	addition,	the	findings	from	evaluating	how	well	the	model	worked	is	expected	to	provide	significant	benefits	for	the	micro-budget	film	production	industry.		
4.15	Conclusion	This	chapter	has	provided	a	review	of	the	findings	and	observations	compiled	for	this	study.	To	begin	with,	a	discussion	on	assessing	the	regional	location	aspect	of	the	micro-budget	model	(Section	4.2)	was	offered.	An	evaluation	of	the	use	of	novice	crew	(Section	4.3)	and	novice	actors	(Section	4.4)	was	then	provided.	Technology	was	then	discussed	(Section	4.5)	followed	by	principal	photography	(Section	4.6).	A	detailed	discussion	of	production	efficiency	was	then	provided	in	Section	4.7	followed	by	collaboration	(Section	4.8),	vertical	integration	(Section	4.9),	alternative	distribution	(Section	4.10),	and	region	benefits	(Section	4.11).	A	discussion	on	ROI	was	then	presented	in	Section	4.12	followed	by	an	assessment	of	the	film’s	success	in	Section	4.13.	That	assessment	included	a	table	based	on	aspects	discussed	in	this	chapter	to	summarise	the	components	discussed	throughout	this	chapter	and	provide	an	overall	conclusion	on	what	ways	this	model	met	expectations.	Recommendations	were	then	provided	in	Section	4.14.	In	providing	a	detailed	evaluation	of	the	outcomes	of	the	micro-budget	model	of	film	production,	this	chapter	has	addressed	Research	Objective	Four.	The	reader	is	invited	to	view	portions	of	the	Stakes	DVD	to	observe	the	practical	aspect	of	this	study.	 	
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Chapter	Five	-	Analysis	and	discussion	
5.1	Introduction	This	chapter	concentrates	on	analysing	the	overall	PhD	by	exegesis	study,	which	was	fundamentally,	a	test	of	a	concept.	That	concept	was	to	determine	the	feasibility	of	a	micro-budget	driven	film	method	for	use	in	Australia.	This	chapter	bypasses	the	filmic	aspects	of	the	motion	picture	Stakes	to	focus	on	the	approach	used	to	test	the	concept,	model	and	method	of	film	production	that	remains	the	consistent	thread	throughout	the	exegesis.	The	overall	research	aim	was	supported	by	five	Research	Objectives,	which	have	been	addressed	through	a	combination	of	previous	chapters	and	the	development	of	the	film	itself.	The	purpose	of	this	chapter	is	to	discuss	each	of	those	Research	Objectives	to	identify	the	key	aspects	of	each	with	respect	to	the	literature.	This	chapter	commences	with	a	discussion	regarding	the	project	plan	to	show	how	each	Research	Objective	sits	in	the	overall	plan	(Section	5.2).			The	first	of	several	contributions	to	knowledge	are	reiterated	in	the	first	Research	Objective,	examining	literature	(Section	5.3).		Section	5.4	relates	to	the	second	Research	Objective	of	developing	a	concept	for	a	new	micro-budget	method.	It	also	highlights	the	issue	of	undertaking	a	large-scale	project.	Research	Objective	Three	is	set	out	in	section	5.5	where	testing	the	concept	is	discussed.	Section	5.6	evaluates	how	well	the	model	worked,	thereby	addressing	Research	Objective	Four.	Research	Objective	Five	discusses	implications	of	the	concept	and	model	on	the	prevailing	paradigm	in	section	5.7	before	Section	5.8	completes	the	chapter.		
5.2	Overall	project	plan	As	previously	discussed,	the	best	method	to	test	the	concept	and	challenge	the	current	paradigm	was	to	produce	a	micro-budget	film	as	a	way	to	test	the	elements	envisioned	to	reduce	costs	to	the	lowest	possible	level.		Such	a	concept	could	potentially	allow	Australia’s	film	industry	to	thrive	and	avoid	its	present	subsidy-dependant	model.	The	resulting	full-length	motion	picture	Stakes	(2015)	
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that	was	released	in	cinemas	on	October	29th	2015	provided	the	substance	for	this	evaluation.	The	overall	project	plan,	which	is	visually	presented	in	Figure	10,	displays	the	areas	addressed	within	the	chosen	Research	Objectives.		A	larger	version	of	Figure	10	in	this	section	is	additionally	provided	in	Appendix	1.	
Figure	10:	Overall	project	plan	
	Source:	Owen	(2016)		
5.3	Research	Objective	One	Research	Objective	One	was	to	‘Examine	the	literature	relating	to	Micro-budget	
filmmaking.’		This	Research	Objective	was	addressed	through	Chapter	Two.	Literature	relating	to	micro-budget	filmmaking	was	the	central	point	of	interest	for	this	project.	A	review	of	the	extant	literature	pertinent	to	micro-budget	film	production	found	a	minimal	volume	of	peer	reviewed	publications	or	academic	papers	investigating	the	topic.	Based	on	this	finding	it	was	determined	that	the	optimum	method	to	investigate	micro-budget	filmmaking	would	be	to	reproduce	the	hypothesised	model	in	a	real	world	test	to	explore	and	resolve	gaps	in	the	literature.	Beyond	peer	reviewed	publications	a	greater	volume	of	information	existed	with	particular	reference	to	industry	trends,	economic	influencers,	and	existing	
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barriers	or	disruptors	to	the	current	film	production	paradigm	in	Australia.	Government	reports,	economic	data	and	industry	publications	further	informed	the	rationale	underpinning	the	importance	of	developing	an	alternative	model	of	motion	picture	production	that	is	independent	of	government	subsidies.	The	Hollywood	Studio	System	prior	to	the	Paramount	Decree	provided	evidence	that	efficient	vertically	integrated	production	systems	could	generate	a	sustainable	output	of	profitable	films.	While	the	Hollywood	Studio	System	has	been	dispatched	to	the	annals	of	history	the	system	dominance	itself	remains	uncontested.	Maintaining	control	of	the	entire	value	chain	throughout	the	production	of	Stakes	(Owen,	2015)	has	mirrored	the	competitive	advantage	enjoyed	by	the	Studio	System	of	old.		Corman’s	experience	(Corman	&	Jerome	1990)	reproduced	the	Hollywood	Studio	System	results	at	significantly	lower	costs.	The	importance	of	this	should	not	be	understated	since	it	proves	that	small	budgeted	films	can	be	consistently	profitable	regardless	of	their	perceived	low	quality.	The	Corman	directed	Little	
Shop	of	Horrors	(1960)	that	was	produced	in	less	than	three	days	provides	testament	to	the	ability	of	small	unsubsidised	film	achievements	that	challenge	the	current	production	paradigm.	DeVany	&	Walls	(2004)	found	that	micro-budget	box	office	results	are	sporadic,	although	the	successful	ones	provided	the	highest	ROI	of	all	motion	pictures.	Industry	data	concurs	with	the	findings	of	DeVany	&	Walls,	and	also	proves	that	micro-budget	films	can	at	times	achieve	other	significant	accolades.	Lobato	(2010)	and	others	such	as	Oyewole	(2014)	and	Giwa	(2014)	highlighted	the	potential	of	the	Nigerian	film	industry	by	providing	strong	evidence	to	support	the	feasibility	of	a	nationwide	micro-budget	model	following	the	collapse	of	an	industry.	Bright	(2015)	further	underscores	the	importance	of	the	model	by	highlighting	the	enormous	scale	to	which	the	informal	micro-budget	structure	reached	in	2013	as	the	$3.3	billion	sector	produced	1844	movies	(Bright,	2015).	Connecting	these	key	articles	of	literature	create	a	scaffolded	understanding	of	the	prospects	for	the	micro-budget	model	success	in	Australia.	Through	reviewing	the	industry	literature	on	the	state	of	Australian	film	
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production	there	was	ample	evidence	to	suggest	that	the	highly	subsidised	nature	of	the	industry	is	likely	at	risk	of	severe	funding	reduction	or	elimination.	An	important	contribution	of	this	research	was	to	bring	together	the	literature	on	the	under-researched	area	of	micro-budget	filmmaking.	At	the	same	time,	the	second	chapter	of	this	thesis	also	evaluated	the	prospect	of	the	local	film	industry	imitating	the	pattern	of	other	industries	in	Australia	that	have	experienced	abolishment	of	subsidies.	As	was	discussed	in	Chapter	Two,	there	are	examples	where	those	industries	could	no	longer	be	sustained	without	the	subsidies.		These	patterns	are	shown	to	be	predictable	as	noted	in	Chapter	Two	and	are	clearly	underway	at	present.	Screen	Producers	Australia	CEO,	Matthew	Deaner’s	response	to	budget	cuts	(Deaner	2015)	highlights	the	parallel	trajectory	of	the	Australian	film	paradigm	and	the	correlation	to	previous	experiences	in	textiles,	clothing,	footwear	and	automotive	industries.	Observations	by	Taylor	(2014)	reiterate	the	reliance	of	government	subsidies	to	maintain	the	existence	of	these	industries.	A	further	contribution	of	Research	Objective	Two	was	to	review	the	forces	exerting	pressure	on	the	current	state	of	play	within	the	industry,	which	challenge	subsidy	continuance	as	a	result	of	economic	conditions	that	are	poised	to	exacerbate	funding	reductions.	According	to	Verrender	(2016)	the	current	economic	outlook	has	proven	to	exert	significant	influence	on	the	overall	sustainability	of	the	Australian	revenues	to	support	future	programs.	With	macroeconomics	linking	so	closely	to	the	existing	film-funding	model,	the	pressure	from	competing	subsidy	beneficiaries	seems	set	to	continue.	Jones	(2015)	notes	that	this	prioritisation	and	fiscal	tightening	has	already	triggered	the	elimination	of	funding	and	closure	of	the	filmmaking	resources	in	2015.	This	study	has	reinforced	the	findings	of	the	majority	of	existing	literature.	However,	it	has	also	challenged	two	assertions,	namely:	the	conclusion	of	DeVany	&	Walls	(1999)	that	motion	picture	profitability	is	unpredictable,	and	Berkeley’s	(2011)	view	that	micro-budget	film	productions	were	unlikely	to	be	considered	viable	for	commercial	film	production.	While	DeVany	&	Walls	(1999)	
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findings	supported	the	unpredictability	of	film	profits	during	the	period	of	their	study,	they	cannot	in	any	way	explain	the	contradictory	performance	of	Corman’s	New	World	Pictures.		Berkeley’s	(2011)	experience	and	observations	within	the	context	of	Australian	film	production	may	subsist	within	the	narrow	margin	of	subsidised	filmmaking	history.		However,	Lobato	(2010)	and	Giwa	(2014)	unequivocally	dispute	this	view	in	an	unsubsidised	paradigm	as	demonstrated	by	the	emergence	and	unparalleled	performance	(Bright,	2015)	presented	within	the	Nigerian	film	industry	experience.		Moreover,	current	industry	data	provides	a	compelling	argument	in	favour	of	the	strength	of	micro-budget	models,	as	the	two	most	profitable	films	of	all	time	(based	on	ROI)	are	micro-budget	films	Paranormal	
Activity	(Peli	2007)	and	The	Gallows	(Cluff	&	Lofing	2015).		A	unique	aspect	of	this	research	approach	was	the	ability	to	address	a	significant	portion	of	the	existing	gaps	in	micro-budget	literature	while	challenging	the	current	paradigm	of	production	within	the	restrictive	distribution	network.	The	motion	picture	Stakes	has	shown	that	a	micro-budget	film	method	can	be	designed	to	provide	instructions	that	improve	repeatability	of	the	model.	This	unique	research	approach	has	addressed	the	gap	between	the	potential	of	a	micro-budget	model	and	lack	of	knowledge	on	how	it	can	be	achieved.	Such	a	contribution	is	significant	both	for	industry	and	scholarship.		
5.4	Research	Objective	Two	Research	Objective	Two	was	to	‘Develop	a	concept	for	a	new	method	of	micro-
budget	motion	picture	production.’		The	literature	review	enabled	the	identification	of	elements	that	were	essential	to	create	a	micro-budget	film	in	Australia.	Reviewing	the	state	of	play	within	the	film	industry	was	also	a	necessary	requirement	to	create	a	bona	fide	approach	in	developing	the	micro-budget	model.	Pursuit	of	the	micro-budget	concept	was	underpinned	by	the	knowledge	gained	from	the	following	observations	in	Chapter	Two.	
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1. The	Hollywood	Studio	System	evidence	upholds	that	efficient	production	systems	can	generate	a	sustainable	output	of	profitable	films.		2. Rapidly	produced	low-cost	films	can	maintain	consistent	ROI.	3. Micro-budget	films	have	the	ability	to	outperform	the	largest	Hollywood	blockbusters	on	an	ROI	basis.	4. Micro-budget	film	production	models	can,	and	do,	provide	support	to	failing	motion	picture	production	paradigms.	5. The	Australian	film	industry	is	likely	facing	severe	funding	reductions	or	abolishment	of	subsidies	in	the	future.	The	micro-budget	elements	were	assembled	on	the	basis	of	knowledge	gained	through	reviewing	literature	in	Chapter	Two.		This	consequently	led	to	the	understanding	of	what	specific	elements	were	required	to	assemble	a	feasible	model.		The	unique	aspects	of	the	micro-budget	model	differ	in	a	number	of	ways	to	the	existing	production	paradigm.	Many	of	these	differences	are	focused	on	high	cost	areas	of	film	production	that	can	be	effectively	mitigated	through	the	application	of	alternative	techniques.	From	a	budgetary	perspective,	above-the-line	costs	were	identified	and	targeted	as	a	major	contributor	to	higher	cost	film	productions.	Thus,	a	concentrated	effort	was	made	to	reduce	above-the-line	costs	to	the	minimal	amount	possible	representing	only	a	fraction	of	the	overall	final	budget.		The	casting	strategy	of	the	micro-budget	method	provided	the	predicted	benefits	during	the	test	supporting	the	anticipated	above-the-line	savings.	Contingent	costs	were	entirely	eliminated	ensuring	the	complete	retention	of	copyright.	This	is	in	stark	contrast	to	gross	and	net	profit	participation	agreements	found	in	most	motion	pictures	within	the	current	paradigm.	Precluding	any	extension	to	these	contingent	costs	establishes	the	opportunity	to	leverage	global	revenues	over	the	life	of	the	project.	The	divergent	approach	to	crew	acquisition	upheld	the	assumptions	that	untrained	participants	could	effectively	display	the	required	skills	to	operate	as	a	cohesive	film	crew	once	properly	trained.	
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The	advantage	of	technological	advances	underscored	in	Chapter	Two	literature	delineated	the	configuration	of	equipment	to	enhance	the	speed	of	principal	photography	while	reducing	below-the-line	costs	to	the	micro-budget	range.	The	aspects	of	regional	location	emphasised	a	prominent	departure	from	the	current	production	paradigm,	while	at	the	same	time	providing	the	most	significant	benefit	to	the	project	by	streamlining	the	usual	restrictive	conditions	imposed	on	feature	film	production	units.	The	motion	picture	production	Stakes	(Owen,	2015)	was	the	optimum	test	of	this	model	and	provided	a	way	to	determine	which	of	the	features	of	the	micro-budget	model	were	most	important.	In	developing	this	model,	the	prevailing	paradigm	for	the	film	industry	in	Australia	was	challenged.	Thus,	this	project	was	not	just	a	test	of	an	alternative	method	but	also	a	challenge	of	the	prevailing	paradigm.	Having	determined	that	the	best	method	to	investigate	the	micro-budget	filmmaking	model	was	to	develop	a	real-world	test,	the	salient	issue	of	scale	became	an	immediate	consideration	in	the	feasibility	of	the	overall	project.	Moreover,	a	full-scale	real-world	test	resulting	in	a	completed	motion	picture	would	be	somewhat	incomplete	without	exploring	the	avenues	for	distribution	in	a	tightly	regulated	exhibition	environment.	Undertaking	a	project	of	such	scale	within	the	three-year	PhD	was	expected	to	present	a	number	of	significant	challenges.	However,	Berkeley	(2011)	had	completed	an	improvised	micro-budget	screen	production	as	a	PhD	project	providing	some	plausibility	to	the	notion	that	a	concentrated	effort	could	achieve	the	scope	of	a	broader	investigation.	In	retrospect,	Berkeley’s	project	did	not	represent	the	enormity	of	the	undertaking	in	this	project,	since	his	project	was	undertaken	without	a	comprehensive	script,	the	need	to	achieve	cinema	quality,	or	any	requirements	for	distribution.	This	differential	was	increased	further	with	the	choice	to	control	the	exhibition	aspects	of	a	nationwide	cinema	release,	and	manage	the	methods	hypothesised	for	controlling	budgetary	costs.		
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5.5	Research	Objective	Three	Research	Objective	Three	was	to	‘Test	concept	by	producing	and	distributing	a	
micro-budget	film	using	the	model’.		The	proposed	micro-budget	film	production	model	was	tested	by	producing	Stakes	(Owen,	2015).	As	a	result,	this	project	is	unique;	being	the	only	full-length	motion	picture	produced	specifically	to	comprehensively	test	the	full-scale	micro-budget	theory	of	production	while	exploring	the	distribution	and	exhibition	elements.		Whilst	the	findings	and	observations	addressed	a	substantial	volume	of	the	gaps	in	literature,	the	limitations	were	also	evident	in	portions	of	the	final	film	quality.	Such	aspects	highlighted	the	constraints	on	resources,	available	funds	and	time	required	to	produce	and	distribute	a	full-length	motion	picture	through	utilising	volunteers.	Though	it	was	ambitious	to	attempt	the	scale	of	research	within	the	scope	of	a	PhD	period,	the	limitations	experienced	during	the	project	were	deemed	not	to	be	insurmountable	and	have	subsequently	provided	the	basis	for	identifying	future	research	on	the	topic.	Most	phases	of	the	concept	were	tested	extensively	over	the	period	of	the	project.	Being	a	full-scale	real-world	test	the	scale	of	the	project	was	the	primary	challenge,	with	volunteer	inexperience	presenting	considerable	reliance	on	the	author	as	Producer/Director	for	training	and	monitoring	of	most	roles.	Nevertheless,	the	value	derived	from	a	full-scale	test	could	shorten	the	inherent	lag	in	further	research	to	address	the	impending	funding	issues	threatening	the	Australian	film	industry	at	present.	The	importance	of	this	point	should	not	be	understated;	as	most	PhDs	test	on	a	small	scale	and	leave	the	scale	up	to	future	research.	The	value	derived	from	the	full-scale	test	of	the	micro-budget	film	Stakes	(Owen,	2015)	was	considerable,	particularly	with	respect	to	the	inherent	challenges	of	guiding	a	large	group	of	untrained	volunteers	to	achieve	proficiently	skilled	outcomes.	A	scaled	down	test	of	the	model	would	have	predictably	skewed	the	outcomes	towards	a	more	favourable	result	in	an	unrepresentative	short	video	that	would	not	have	had	any	ability	to	test	the	distribution	channels.	Testing	a	concept	that	is	interdependent	on	commercial	outcomes	is	pointless	if	those	
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interdependencies	are	not	fully	explored.	At	the	very	least	it	is	inefficient	and	potentially	deceptive	when	interpreting	the	results	against	a	criterion	that	is	fundamentally	commercial	in	nature,	such	as	ROI.	While	it	would	certainly	be	possible	to	test	some	elements	of	the	concept	by	developing	a	short	film,	it	would	leave	the	actual	feasibility	of	a	micro-budget	model	entirely	unknown,	particularly	with	respect	to	supporting	an	industry	at	risk	of	decline.		However,	the	greater	problem	with	generating	anything	other	than	a	full-scale	test	of	the	model	is	the	propensity	to	draw	conclusions	that	are	not	entirely	representative	of	what	the	research	purports.	This	may	be	one	of	the	reasons	that	Berkeley’s	(2011)	research	arrived	at	the	idea	that	micro-budget	films	are	not	likely	to	be	commercially	viable.		In	reality,	it	may	be	more	an	issue	of	distribution,	i.e.	the	traditional	distribution	methods	may	not	be	conducive	to	a	‘micro-budget’	model	in	a	heavily	subsidised	paradigm.	It	is	reasonable	to	see	how	this	misjudgement	could	occur	since	any	film	production	with	a	significant	budget	falls	under	the	umbrella	of	the	distribution	oligopoly,	while	independent	micro-budget	film	productions	are	aggressively	rebuffed	in	the	existing	distribution	channel.	The	observation	of	this	author	is	that	distribution	is	equally	as	challenging	as	the	film	production.	In	fact,	it	may	be	even	more	so	for	many	film	producers	since	independent	films	(particularly	micro-budgets)	require	a	hybrid	strategy	for	distribution	in	a	subsidised	paradigm.	Another	benefit	of	the	full-scale	approach	is	the	ability	to	distinguish	one	of	the	fundamental	beliefs	underpinning	the	sustainability	of	the	micro-budget	model.	It	is	acutely	recognised	that	the	vast	majority	of	micro-budget	films	are	not	at	the	same	standard	of	Hollywood	films.	Corman’s	films	and	the	thousands	of	Nigerian	films	(Bright,	2015)	noted	for	their	poor	technical	quality	(Oyewole,	2014)	being	released	each	year	support	this	observation.	Nevertheless,	these	micro-budget	films	are	successful	when	viewed	in	the	context	of	ROI,	and	in	an	unsubsidised	paradigm	that	is	the	single	most	important	criterion	for	sustainability.	Producing	a	full-scale	film	and	real-world	test	provided	the	model	with	the	ability	to	achieve	a	proper	theatrical	distribution,	in	addition	to	evaluating	the	revenue	lifecycle.	
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A	third	prominent	benefit	of	the	full-scale	test	was	having	the	ability	to	ensure	the	level	of	attention	by	the	two	skilled	participants	(producer	and	cinematographer)	could	be	accurately	assessed	and	not	overrepresented	by	intensified	supervision	or	training.	The	division	of	skilled	resources	in	relation	to	volunteers	provides	the	validation	for	sustainability	of	the	model.	Artificially	reducing	that	ratio	whether	by	volume	of	volunteers	or	lessening	the	time	to	adjust	to	a	short	film	project	would	not	have	skewed	the	results	or	observation	required	in	establishing	the	feasibility	of	a	working	micro-budget	model.	Another	paramount	aspect	of	compressing	the	typical	research	cycle	to	produce	a	usable	real-world	model	was	the	need	to	evaluate	and	circumvent	known	industry	impediments	that	exist	in	the	current	distribution	paradigm.	Again,	the	value	of	a	working	model	without	the	ability	to	access	exhibition	would	delay	the	support	of	a	micro-budget	method	to	the	industry	as	subsidies	decline.	Whilst	the	scope	of	the	project	was	ambitious,	the	findings	and	observations	provide	valuable	resources	to	future	practitioners.		
5.6	Research	Objective	Four	Research	Objective	Four	was	to	‘Evaluate	how	well	the	model	worked’.	The	Stakes	project	was	a	successful	test	of	the	concept	and	model	as	was	discussed	in	detail	through	Chapter	Four.	The	project	encompassed	a	significant	number	of	elements	that	required	testing	and	evaluation.	The	overarching	principal	in	the	selection	process	was	to	establish	model	components	that	would	reduce	costs	to	the	lowest	possible	level	while	generating	a	marketable	product.	Components	of	the	existing	paradigm	that	could	not	be	improved	upon	were	bypassed	to	focus	on	specific	elements	that	could	produce	the	maximum	savings.		The	market	as	a	component	(see	Table	9)	was	important	in	all	respects,	as	it	is	a	significant	barrier	to	all	independent	films	that	are	not	under	the	control	of	the	studio	oligopoly.	Challenging	the	existing	paradigm	for	film	distribution	in	Australia	was	a	necessity	since	the	current	distribution	channels	are	impregnable	to	the	model	of	film	proposed	by	this	research.	Thus,	a	method	devised	to	circumvent	existing	restrictive	distribution	channels	needed	to	be	
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tested.	As	noted	previously	the	distribution	segment	in	the	film	industry	is	separate	to	the	filmmaking	process.		Typically	producers	sell	the	finished	film	and	all	associated	rights	to	a	distribution	entity,	most	of	which,	are	owned	or	controlled	by	the	major	Hollywood	studios.	In	doing	so,	the	production	company	relinquishes	copyright	effectively	ending	future	returns	from	other	distribution	windows	or	international	markets.	To	achieve	a	sustainable	micro-budget	model	the	ROI	must	be	assured	over	the	lifecycle	of	the	project	by	maintaining	the	global	copyright	to	the	film,	while	accomplishing	a	theatrical	release.	To	establish	the	possibility	that	this	could	occur	the	first	component	prediction	was	to	test	if	existing	restrictive	distribution	channels	could	be	circumvented.	Accordingly,	this	component	was	identified	as	very	important,	and	ultimately	performed	as	predicted.	Regional	location	was	also	considered	a	very	important	element	of	the	model	components.	It	was	essential	to	establish	the	method	in	which	regional	location	could	support	criteria	for	micro-budget	films.	The	regional	location	method	challenged	the	prevailing	paradigm	by	reorganising	the	traditional	sequences	involved	in	script	development	and	location	selection.	It	further	underpinned	the	method	for	cast	and	crew	selection	that	was	essential	in	a	feasible	micro-budget	model.		Local	government	support	was	essential	for	the	micro-budget	model,	since	both	ease	of	access	and	minimisation	of	restrictive	conditions	during	the	production	phase	were	critically	important	for	controlling	costs.	The	community	involvement	and	local	support	for	Stakes	(Owen,	2015)	provided	a	level	of	contribution	that	exceeded	expectations	further	validating	the	assumptions	held	that	a	sustainable	micro-budget	film	process	is	viable	in	regional	Australia.	Novice	untrained	crew	carried	a	slight	degree	of	importance	within	the	model	components,	as	they	were	required	to	reliably	perform	the	tasks	assigned	after	adequate	training	was	delivered.	While	the	level	of	absenteeism	was	somewhat	unexpected,	the	resolution	to	the	issue	was	readily	identified.	Novice	untrained	actors	represented	a	greater	level	of	importance	since	it	decidedly	challenged	
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the	prevailing	paradigm	both	locally	and	abroad.	The	ability	of	untrained	actors	to	deliver	convincing	characterisation	corresponded	as	expected	to	the	dialogue	required.	However,	the	problematic	issue	that	was	truly	underestimated	was	the	shortfall	in	commitment	and	the	reliability	of	a	portion	of	the	participants.	The	10%	of	actors	that	became	unreliable	for	attendance	during	principal	photography	created	a	disproportionate	amount	of	damage	to	the	quality	of	the	film.	The	extent	of	absences	was	not	predicted	and	resulted	with	impromptu,	sometimes	random,	and	unrehearsed	performances	that	were	evident	on	screen.	However,	experience	gained	throughout	the	process	of	production	indicates	that	last	minute	actor	substitutions	are	now	not	considered	impossible	to	address	since	the	audio	portion	of	the	dialogue	is	quite	possible	to	correct.	New	technology	selected	for	use	on	the	project	generated	substantial	savings	on	the	production	of	Stakes.	The	Blackmagic	Cinema	Cameras	utilised	on	the	production	performed	exceptionally	well	exceeding	all	expectations	enhancing	the	speed	of	production	during	filming.	This	became	particularly	beneficial	with	the	use	of	a	multi-camera	configuration	on	intercut	dialogue	scenes.	The	resulting	outcome	was	a	high-resolution	picture	at	one	tenth	of	the	cost	of	the	equivalent	professional	equipment.	Without	question,	new	technology	enhanced	the	speed	of	production,	which	inturn	provided	a	broad	range	of	production	efficiencies	leading	to	cost	reductions	in	budget.	Pre-production	and	principal	photography	generated	strong	supporting	evidence	for	the	Production	efficiency	components.	Above-line-costs	were	diminished	to	a	negligible	amount	of	the	total	budget	allocation;	this	is	significant	when	compared	to	the	existing	motion	picture	paradigm	that	maintains	these	costs	at	a	far	greater	percentage.	Below-the	line	costs	were	essentially	achieved	as	predicted.	Cost	savings	in	most	line	items	entirely	offset	overages	without	sacrificing	visual	production	value	or	reducing	the	authentic	feel	of	the	film	sets	and	locations.		The	visual	aspect	of	the	production	was	successfully	achieved,	matching	the	quality	of	most	Australian-produced	films	with	significantly	higher	budgets.	The	cost	required	to	achieve	the	production	value	was	in	line	with	estimates	derived	
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from	utilising	the	micro-budget	model,	with	some	exceptions	being	made	for	cinematography.	Post-production	generated	costs	that	exceeded	the	original	estimate,	although	it	should	be	noted	that	the	area	of	postproduction	was	somewhat	uncertain	at	the	initial	stages	of	the	project.	Contingent	cost	targets	were	achieved	as	predicted	without	any	exceptions.	This	element	of	the	model	completely	eliminated	any	contentious	expectations	and	in	turn	created	an	atmosphere	of	strengthened	collaboration	among	the	volunteer	group	while	streamlining	administrative	functions	within	the	production	executive.	The	advantage	to	eliminating	this	segment	of	cost	is	numerous	when	the	global	copyright	retention	is	considered.	The	collaboration	component	was	designed	to	evaluate	whether	a	simulated	collaborative	micro-budget	method	could	produce	a	motion	picture	that	had	a	theatrical	release.	Whilst	the	assessment	criterion	to	determine	this	component	was	simple,	the	process	to	achieve	the	outcome	was	significantly	more	complicated	and	time-consuming.	In	short,	the	simulated	collaborative	micro-budget	method	achieved	the	theatrical	release	goal	when	the	motion	picture	
Stakes	opened	in	cinemas	on	October	29th	2015.	Commercial	co-promotions	represented	an	integral	aspect	of	the	model	and	such,	sponsorship	was	considered	an	important	element	of	the	micro-budget	model	in	the	sense	that	it	could	offset	the	entire	amount	of	below-the-line	costs	set	forth	in	the	budget.	From	the	onset	of	the	project	it	was	envisioned	that	if	a	micro-budget	film	could	be	produced	for	less	than	$100,000	it	would	be	feasible	to	secure	a	corporate	sponsor	willing	to	offset	the	bulk	of	below-the-line	costs	as	a	co-promotional	expense.	As	was	discussed	in	Chapter	Four,	this	was	certainly	possible	from	a	large	corporation’s	perspective	within	the	expenditure	of	a	national	advertising	campaign.	To	strengthen	the	proposition	Stakes’	nationwide	release	created	compelling	value	to	attract	the	right	corporate	sponsor.	Whilst	the	component	outcome	was	eventually	confirmed	to	perform	as	predicted,	some	adjustment	of	the	method	was	required	to	achieve	the	element	in	the	consolidated	model.	Product	placement	by	comparison	was	far	easier	to	achieve.		
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The	vertical	integration	component	of	the	model	was	capable	of	maintaining	the	vital	component	of	global	copyright	to	the	entire	project,	ensuring	a	reasonable	ROI	over	the	lifecycle	of	the	film.	The	process	to	achieve	this	result	was	outlined	by	a	series	of	steps	in	the	previous	chapter.	Alternative	distribution	and	theatrical	release	were	dependent	in	a	sense	on	the	genre	chosen	in	addition	to	the	classification	rating.	Both	components	complimented	the	distribution	pathway	while	attracting	sizable	and	widespread	participation	rates.	Theatrical	release	through	independent	cinemas	imparted	scale	to	challenge	the	dominant	distribution	oligopoly.		The	film	première	provided	a	wealth	of	unique	experience	for	all	involved,	from	cinema	owners	to	audience	plus	actors	and	the	crew.		Whilst	the	majority	of	elements	tested	positively	in	line	with	prediction	(as	was	summarised	in	Table	9),	it	is	recognised	that	some	elements	were	not	fully	utilised	to	their	maximum	capability.	Clearly	the	elements	that	were	underutilised	came	at	a	notable	price	to	the	overall	project.	Closer	collaborations	with	key	sponsors	was	an	opportunity	that	was	forfeited	while	striving	to	achieve	research	outcomes	that	prioritised	the	PhD	over	other	creative	and	commercial	benefits.	These	forfeitures	were	directly	evident	in	the	form	of	unnecessary	financial	costs	and	a	multitude	of	unwanted	compromises	in	actor	performance,	which	degraded	the	entertainment	quality	in	portions	of	the	final	film	as	was	discussed	through	Chapter	Four.		The	outcome	of	this	project	has	reinforced	the	belief	that	micro-budget	filmmaking	has	the	opportunity	to	develop	as	a	strong	segment	in	the	current	film	industry	structure.		Such	a	system	would	also	provide	contingency	for	unanticipated	and	rapid	changes	to	the	current	subsidised	production	paradigm	in	Australia.	Existing	literature	(Weller,	2007;	Sharp	&	Zappone,	2009;	ABC,	2013;	National	Commission	of	Audit,	2014)	provide	a	compelling	case	that	heavily	subsidised	industries	in	Australia	trend	over	time	towards	abolishment	and	collapse.	Moreover,	the	current	economic	climate	does	not	appear	to	be	lessening	that	risk.	Whilst	Australia’s	current	geopolitical	or	economic	challenges	cannot	be	compared	to	the	historical	extremes	of	Nigeria,	it	is	interesting	to	note	
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the	natural	pattern	that	evolved	once	the	formal	film	industry	collapsed	in	that	area	of	Africa.	That	alone,	presents	a	degree	of	validation	to	the	concept	and	model	developed	in	this	project.		
5.7	Research	Objective	Five	Research	Objective	Five	was	to	‘Evaluate	implications	of	the	concept	and	model	
for	industry	prevailing	paradigm’.	Having	successfully	tested	a	micro-budget	model	of	motion	picture	production,	it	appears	evident	that	the	prevailing	paradigm	for	filmmaking	in	Australia	is	structurally	attached	to	an	inefficient	method.	It	comes	as	no	surprise	though,	that	the	current	subsidised	method	of	production	perpetuates	the	limited	volume	of	films	made	in	Australia	while	discouraging	broader	opportunities	for	filmmakers	that	are	outside	of	the	prescribed	culturally	significant	requirement.	The	prevailing	paradigm	is	a	construct	of	the	dependency	on	screen	funding	that	has	resulted	in	a	subsidy-driven	culture	in	Australian	film	production.	As	highlighted	in	the	literature	review,	the	National	Commission	of	Audit	(2014)	brings	attention	to	the	fact	that	subsidies	themselves	perpetuate	their	own	shortcomings	by	undermining	the	efforts	to	adapt	to	market	changes	while	redirecting	efforts	away	from	developing	new	methods	for	production.	Consequently	no	prior	effort	has	been	made	to	address	the	current	situation	or	the	gaps	in	knowledge	for	alternative	production	methods	such	as	micro-budget	models.	As	discussed	previously,	evidence	dictates	that	reliance	on	government	subsidies	to	underpin	the	long-term	health	of	an	industry	is	imprudent	at	best.	Moreover,	the	imbalances	in	these	heavily-subsidised	industries	only	become	prominent	and	noteworthy	upon	the	irreversible	demise	of	the	sector	(for	example:	the	textiles,	clothing,	footwear	and	automotive	industries).		This	research	has	provided	evidence	to	support	the	value	of	a	micro-budget	model	and	its	ability	to	develop	a	strong	segment	of	accessible	film	production	within	the	global	motion	picture	paradigm.	It	has	also	provided	evidence	that	a	
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strategically	devised	micro-budget	model	could	underpin	the	Australian	industry	in	the	event	that	subsidies	are	abolished.	However,	the	most	encouraging	and	outstanding	aspect	of	the	model	developed	from	this	research	is	the	ability	to	propel	Australia	to	be	a	significant	producer	of	films	for	global	consumption	by	embracing	the	model	developed	herein.	While	a	comprehensive	test	of	the	model	occurred	within	the	film	production,	it	is	acknowledged	that	certain	elements	of	the	method	could	not	be	fully	realised.	Consequently,	those	incomplete	results	may	present	as	an	opportunity	for	future	research	work.	A	number	of	future	research	opportunities	exist	to	further	grow	knowledge	in	the	field	with	four	key	areas	identified:	
• Corporate	sponsorship	of	the	film	was	identified	as	feasible	and	likely	to	have	occurred	with	further	time	invested.	Product	placement	also	shows	increased	potential	with	a	concerted	effort	in	that	area.	These	elements	are	believed	to	be	attainable	with	the	addition	of	a	dedicated	marketing	executive.	Future	research	to	examine	and	test	this	would	be	valuable.	
• With	regard	to	ROI,	a	longer	data	set	could	be	built	to	estimate	and	test	more	accurately	the	financial	aspects	of	the	model	since	reasonable	ROI	data	from	this	project	would	not	be	available	until	2020.	It	would	also	have	the	benefit	of	assessing	the	introduction	of	the	prior	recommended	marketing	executive.	
• Testing	mitigation	measures	with	the	use	of	ADR	would	be	practical	to	confirm	perceptions	by	the	audience	with	regard	to	acting	quality	based	on	dialogue	delivery.	
• A	critical	review	component	could	be	added	as	an	element	for	review	if	chosen	to	consider	or	enhance	the	entertainment	value.		
5.8	Conclusion	This	chapter	has	provided	an	analysis	and	discussion	supporting	the	achievement	of	the	five	research	objectives	for	this	PhD	by	exegesis.	This	chapter	commenced	by	providing	an	overview	of	the	project	plan	to	identify	how	each	research	objective	supported	the	other	research	objectives	and	was	positioned	
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in	the	project	more	broadly	(Section	5.2).		This	chapter	also	presented	a	summary	of	how	each	research	objective	was	achieved.	Research	Objective	One	was	addressed	through	Chapter	Two	and	the	summary	of	how	it	was	achieved	was	discussed	in	Section	5.3.		Research	Objectives	Two	and	Three	were	addressed	through	the	development	of	the	film	Stakes	and	were	discussed	through	Section	5.4	and	5.5	respectively.	Chapter	Four	had	addressed	Research	Objective	Four	and	a	summarised	discussion	was	provided	in	Section	5.6.	The	fifth	and	final	research	objective	was	addressed	through	Chapter	Four	with	respect	to	issues	identified	through	Chapter	Two.		A	summary	of	how	it	is	addressed	was	provided	in	Section	5.7.		The	next	chapter	is	the	final	chapter	in	this	thesis,	which	summarises	and	concludes	the	study	as	well	as	describing	key	findings	and	limitations.			 	
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Chapter	Six	-	Conclusion	
6.1	Introduction	This	chapter	concludes	the	key	aspects	of	the	overall	study.	The	basis	of	this	research	was	to	determine	the	feasibility	of	a	micro-budget	driven	film	method	for	use	in	Australia.		The	hypothesised	model	was	explored	through	producing	the	motion	picture	Stakes	as	a	test	of	the	elements	within	the	method.	The	overall	aim	of	the	research	is	outlined	in	Section	6.2,	which	also	states	the	five	research	objectives	that	underpinned	the	study.	The	key	findings	are	discussed	in	Section	6.3,	which	is	followed	by	a	summary	of	the	central	contribution	made	from	this	PhD	by	exegesis	(Section	6.4).	The	limitations	of	the	study	are	outlined	in	Section	6.5,	followed	by	a	conclusive	final	section	(Section	6.6)	that	completes	the	chapter	and	this	thesis.		
6.2	Aims	of	the	study	The	overall	aim	of	this	research	was	to	evaluate	an	alternative	micro-budget	model	of	film	production.	More	specifically,	this	study	was	designed	to	determine	the	feasibility	of	a	micro-budget	driven	film	method	for	use	in	Australia.	The	practical	approach	to	research	allowed	for	the	unlimited	testing	of	novel	ideas	and	provided	a	setting	to	challenge	a	number	of	long-standing	tenets	held	within	the	established	film	industry.	Applying	this	style	of	approach	created	a	robust	volume	of	experiences	highlighting	the	results	and	identifying	critical	conceptual	failures	during	actual	practice.	The	following	five	Research	Objectives	identified	the	specific	areas	of	study	in	greater	detail	enabling	outcomes	to	be	determined	in	a	more	quantifiable	way.	1. Examine	the	literature	relating	to	Micro-budget	filmmaking	2. Develop	a	concept	for	a	new	method	of	micro-budget	motion	picture	production	3. Test	concept	by	producing	and	distributing	a	micro-budget	film	using	the	model	4. Evaluate	how	well	the	model	worked	
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5. Evaluate	implications	of	the	concept	and	model	for	industry	prevailing	paradigm	The	five	research	objectives	have	been	addressed	through	a	combination	of	this	thesis	together	with	the	practical	aspect	of	the	production	and	distribution	of	the	film	Stakes.	Research	Objective	One	established	the	boundaries	of	what	literature	was	reviewed,	which	then	informed	both	the	development	of	the	film	and	the	study.	 	
6.3	Key	findings	Through	addressing	the	research	objectives	and	determining	that	the	majority	of	the	film	elements	performed	as	expect,	this	project	can	be	considered	to	have	not	only	made	a	significant	contribution	to	knowledge,	but	to	have	been	a	success.	The	following	are	the	key	findings	from	this	research:-	
1. The	current	subsidised	Australian	filmmaking	paradigm	is	at	risk	Existing	literature	and	history	provide	strong	evidence	to	suggest	that	screen	funding	is	at	risk	of	significant	reduction,	if	not	complete	elimination	at	the	Commonwealth	level.	Heavily-subsidised	industries	in	Australia	have	proven	over	time	to	trend	towards	abolishment	and	collapse.	The	current	global	economic	climate	is	not	supporting	a	continuation	of	filmmaking	subsidies	or	mitigating	the	risk	of	their	removal	in	Australia.	
2. There	is	an	urgent	need	for	alternative	production	models	Evidence	suggests	that	the	prevailing	paradigm	(subsidy-driven	model)	within	the	industry	will	be	unable	to	identify	that	subsidies	are	undermining	the	efforts	to	adapt	to	changing	circumstances.	The	current	state	of	the	Australian	automotive	industry	is	a	case	in	point.	The	abolishment	of	Government	subsidies	for	filmmaking	would	generate	a	systemic	collapse	in	all	tiers	of	the	film	industry	as	has	been	witnessed	with	automotive	suppliers.	An	alternative	model	of	film	production	could	mitigate	a	systemic	collapse	of	the	industry	and	provide	a	viable	contingency.	
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3. A	micro-budget	model	could	be	very	effective	The	collective	results	of	this	project	have	thoroughly	reinforced	the	existing	evidence	that	micro-budget	filmmaking	has	the	opportunity	to	develop	a	strong	segment	in	the	current	industry	structure.	Further,	it	would	also	provide	contingency	for	unanticipated	and	rapid	changes	to	the	current	subsidised	production	paradigm	in	Australia.	
4. Micro-budget	models	are	possible	Literature	presents	evidence	that	an	informal	micro-budget	industry	can	develop	in	an	ad	hoc	manner	in	lesser-developed	counties	to	a	certain	extent.	It	also	provides	evidence	that	micro-budget	productions	are	capable	of	generating	large	volumes	of	films.	Regional	Australia	has	demonstrated	the	capability	to	streamline	production	processes	that	support	micro-budget	costs.	A	structured	model	of	micro-budget	film	production	is	repeatable	and	can	be	sustained.	The	
Stakes	project	was	a	successful	test	of	that	concept	and	model.	
5. There	is	a	need	to	address	specific	cast	issues	in	the	model	Whilst	the	level	of	skill	as	a	ratio	of	total	auditions	was	as	predicted,	the	reliability	of	attendance,	and	final	performance	output	were	not	entirely	satisfactory.	The	ability	of	prospective	actors	to	deliver	convincing	characterisation	corresponded	well	with	the	volume	of	dialogue	required.	However,	outcomes	warrant	further	process	adjustments	to	achieve	higher	quality	performances	to	match	those	of	modest	Hollywood	films.	
6. Crew	issues	can	be	resolved	through	better	collaboration	The	crew	issue	encountered	on	the	project	can	be	effectively	resolved	by	adjusting	the	total	number	of	auditions	while	implementing	a	slightly	increased	training	regime.	This	closer	collaboration	with	the	selected	crewmembers	would	minimise	and	limit	the	disruption	form	absences	during	the	principal	photography	stage.		 	
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7. Corporate	sponsorships	need	greater	attention	Considering	the	minimal	resources	directed	towards	corporate	sponsorship,	the	film	production	was	still	able	to	secure	a	sponsorship	with	one	of	the	largest	food	and	beverage	companies	in	Australia.	Through	this	sponsorship,	it	was	confirmed	that	the	monetary	amount	predicted	to	underwrite	costs	for	a	micro-budget	model	were	realistic	and	achievable.	However,	the	time	and	resources	necessary	to	execute	and	complete	such	agreements	were	found	to	require	much	greater	attention	and	a	certain	degree	of	skilled	interaction.	
8. Different	collaborations	could	generate	vast	improvements	Whilst	the	majority	of	elements	tested	positively	in	line	with	predictions,	it	is	recognised	that	those	elements	that	experienced	shortfalls	were	directly	related	to	collaborative	weaknesses.	Closer	collaborations	with	key	sponsors	were	an	opportunity	that	was	knowingly	forfeited	to	prioritise	this	research	as	a	pursuit.	Collaboration	with	prospective	actors	was	shown	to	require	adjustments	in	the	method	to	prevent	unwanted	compromises.	Increased	training	of	crew	was	noted	as	a	future	requirement	to	achieve	their	collaborative	success.	Collaboration	with	higher	education,	in	the	form	of	a	joint	venture	between	related	undergraduate	course	curriculums,	could	be	highly	effective	and	beneficial	in	supporting	the	model	in	addition	to	providing	exceptional	value	for	students	and	the	participating	institution.	Moreover,	a	direct	alliance	that	delivers	micro-budget	filmmaking	as	the	syllabus	within	an	undergraduate	academic	program	could	create	vast	improvements	to	the	model	while	strengthening	the	long-term	prospects	for	the	continuation	of	the	film	industry	in	Australia.		
6.4	Contribution	A	significant	contribution	of	this	research	was	to	bring	together	the	literature	on	an	under-researched	area	of	motion	picture	production	described	as	micro-budget	films.	An	equally	important	contribution	was	to	determine	the	forces	exerting	pressure	on	the	current	state	of	play	within	the	Australian	film	industry,	
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which	challenge	subsidy	continuance	as	a	result	of	economic	conditions	that	are	poised	to	reshape	future	funding	availability.	A	further	valuable	aspect	was	evaluating	the	risk	and	prospect	of	the	local	film	industry	imitating	the	pattern	of	other	industries	in	Australia	that	have	experienced	abolishment	of	subsidies	that	resulted	in	the	demise	of	those	industries.	Micro-budget	filmmaking	models	have	tended	to	be	considered	as	being	incapable	of	generating	commercially	viable	motion	pictures	(Berkeley,	2011).	However,	a	number	of	micro-budget	films	have	been	successful	in	the	past.	Based	on	an	assessment	of	testing	the	model	for	this	project,	it	is	determined	that	the	findings	by	Berkeley	(2011)	are	not	necessarily	accurate.	With	such	a	limited	amount	of	research	in	the	field	to	test	theories,	it	is	understandable	that	such	beliefs	continue	to	persist	in	the	presence	of	gratuitous	film	funding.	Corman’s	(Corman	&	Jerome,	1990)	experience	provides	some	support	to	the	notion	that	a	repeatable	model	is	possible,	as	does	the	Nigerian	industry	history	as	was	discussed	through	Chapter	Two.	However,	none	of	those	provided	literature	on	how	a	micro-budget	model	might	work.	This	research	has	compiled	a	significant	volume	of	relevant	knowledge	on	how	a	model	could	operate,	and	as	such	has	addressed	a	significant	number	of	gaps	in	the	limited	research	undertaken	to	date	in	the	field.	The	research	approach	of	developing	a	real-world	test	has	contributed	significantly	to	a	practical	method	of	micro-budget	filmmaking.	The	Stakes	project	has	demonstrated	that	a	practical	model	is	possible	if	undertaken	in	a	structured	format.	The	project	also	provided	specific	knowledge	across	a	multitude	of	elements	(summarised	in	Table	9)	that	contribute	to	lowering	costs	in	several	areas	of	film	production.	This	new	knowledge	helps	to	overcome	the	lack	of	conceptual	understanding	that	inhibits	young	and	enthusiastic	novice	practitioners	from	entering	the	industry.	It	also	provides	a	practical	method	to	achieve	film	productions	at	an	exceptionally	low	cost.	The	project	contributes	further	by	outlining	a	practical	method	of	production	for	micro-budget	practitioners	by	specifying	the	steps	taken	and	the	corresponding	results	and	observations	that	were	experienced	in	a	full-scale	real-world	micro-
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budget	production.	As	a	result,	the	project	has	developed	a	contingency	for	the	Australian	film	industry	by	providing	an	alternative	method	of	film	production	employing	the	micro-budget	model.	This	research	has	added	further	to	the	micro-budget	process	by	evaluating	a	strategy	to	circumvent	the	existing	distribution	cartel	with	a	micro-budget	film	by	employing	an	alternative	distribution	model.	Thus,	this	research	has	contributed	significantly	to	both	practice	and	knowledge.		
6.5	Limitations	of	the	study	There	are	a	number	of	limitations	of	this	study.	Primarily,	six	key	limitations	are	recognised	and	each	one	of	those	limitations	is	discussed	in	this	section.		
1. The	size	and	scale	of	the	entire	project	was	enormous	Once	determined	that	the	best	method	to	investigate	the	micro-budget	filmmaking	model	was	to	develop	a	real-world	test,	the	issue	of	scale	became	an	immense	challenge	to	the	overall	project.	Challenging	the	norms	for	distribution	in	a	tightly	regulated	exhibition	environment	further	exacerbated	the	complexity	of	managing	the	entire	scale	of	the	research.	Add	to	this,	the	time	required	to	draft	a	motion	picture	screenplay	while	administering	a	vast	group	of	new	volunteers	unskilled	in	the	filmmaking	profession	was	considerable.	The	enormity	of	scale	on	the	project	reduced	the	ability	to	investigate	certain	areas	in	greater	depth.	The	shortfall	in	corporate	sponsorship,	time	required	to	perfect	actor	performances,	and	the	nationwide	cinema	release	may	have	experienced	differing	outcomes	as	a	result	of	the	large	scale	study.	Whilst	the	findings	and	observations	from	this	project	addressed	numerous	gaps	in	literature,	the	scale	limitations	were	evident	in	portions	of	the	final	film	quality.	Such	aspects	highlight	the	constraints	on	resources,	available	funds,	and	time	required	to	produce	and	distribute	a	full-length	motion	picture	utilising	volunteers.			 	
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2. Observations	were	made	on	one	production	experience.	Observations,	findings	and	outcomes	for	the	micro-budget	film	Stakes	are	based	on	a	singular	scenario.	While	the	outcomes	do	represent	real-world	results,	it	is	recognised	that	variations	frequently	occur	within	similar	real-world	events.	Thus,	these	results	may	not	be	completely	replicable	and	should	be	seen	as	a	model	rather	than	an	exact	formula.	Since	there	was	a	considerable	reliance	on	one	individual	(i.e.	this	author)	in	this	project	to	train	and	monitor	the	team	of	inexperienced	volunteers,	a	different	producer	is	likely	to	generate	different	results.		
3. The	methods	were	exploratory	Utilising	a	motion	picture	production	as	a	test	for	elements	in	a	hypothesised	micro-budget	model	relies	heavily	on	the	ability	to	freely	explore	concepts	that	may	or	may	not	succeed.	Since	some	elements	are	interdependent	on	others	it	is	possible	that	some	aspects	influenced	other	circumstances	that	evolved.	Considering	the	scope	of	the	study	and	the	exploratory	process	employed	to	evaluate	the	effectiveness	of	the	model,	it	would	be	prudent	to	contemplate	the	limitations	of	this	approach	with	future	use	of	the	model.	
4. Results	could	vary	with	a	different	group	of	volunteers	Regional	demographics	were	considered	in	the	selection	criteria	for	the	film	location.		However,	this	element	was	not	heavily	weighted	with	regard	to	the	correlation	between	cultural	or	socioeconomic	influences	in	relation	to	the	skill	base	of	available	volunteers.	It	is	possible	that	different	cultural	or	socioeconomic	conditions	may	exist	in	specific	regional	locations	thus	altering	the	nominal	skill	level	of	the	overall	pool	of	volunteers.	This	limitation	could	become	particularly	relevant	if	other	regional	locations	have	a	differing	bias	in	language	skills,	which	might	impact	the	training	outcomes	observed.		 	
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5. Some	outcomes	were	subjective	Limitations	are	also	acknowledged	in	the	subjective	process	utilised	to	establish	some	of	findings.	It	should	be	made	transparent	that	this	author	conceived	the	project	design,	implemented	the	production,	and	interpreted	findings	that	were	extracted.	As	a	result,	the	outcomes	are	that	of	one	subjective	observer	that	limits	the	study	to	a	single	perspective	based	on	one	individual’s	experience.	
6. ROI	results	were	not	available	at	time	of	publishing	As	stated	in	Chapter	Four,	the	breadth	and	time	involved	with	the	typical	motion	picture	lifecycle	creates	limitation	to	determining	the	effective	ROI	for	this	research	at	the	time	of	publication.	Currently,	there	is	insufficient	information	available	to	definitively	assess	the	ROI,	which	will	be	evaluated	over	an	extended	period,	in	line	with	the	standards	of	the	motion	picture	industry.	As	previously	discussed	in	Chapter	Four,	ROI	is	typically	based	on	the	cumulative	revenue	that	flows	from	all	distribution	windows	including	foreign	market	sales	that	have	not	occurred	yet.		Hence,	the	test	of	the	model	has	not	yet	yielded	sufficient	information	to	properly	calculate	ROI	due	to	the	constraints	of	the	time	frame	of	this	PhD	project.		
6.6	Conclusions	The	overall	aim	of	this	research	was	to	evaluate	an	alternative	micro-budget	model	of	film	production	and	determine	its	feasibility.	Five	research	objectives	were	identified	to	provide	specific	focus	for	achieving	that	research	aim.	Those	five	research	objectives	were	all	met	and	the	vast	majority	of	the	elements	of	the	model	performed	as	predicted.	In	addition,	this	study	has	also	identified	viable	workarounds	for	those	elements	that	presented	only	partial	success.		The	key	findings	from	this	study	were	outlined	in	this	chapter	(Section	6.3)	and	through	those	findings,	it	is	evident	that	the	Australian	film	industry	is	at	risk.	The	central	contribution	of	this	research,	to	develop	alternatives	to	the	existing	paradigm,	is	valid.	The	need	to	be	proactive	and	challenge	the	existing	tenets	is	
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necessary	to	offset	the	tendency	towards	complacency	that	can	pervade	subsidised	industries.	Whilst	limitations	exist	for	this	research,	as	was	presented	in	Section	6.5,	this	research	has	contributed	significantly	to	the	field	of	filmmaking	knowledge	and	practice.	The	current	economic	conditions	together	with	film	industry	evidence,	demonstrate	the	importance	and	also	urgency	of	the	research	that	was	undertaken	in	this	PhD	by	exegesis.	The	micro-budget	model	developed	for	this	study	has	provided	an	alternative	method	of	motion	picture	production.	Such	a	model	not	only	harmoniously	supplements	the	existing	film	production	paradigm	in	Australia,	it	also	ensures	the	continuation	of	the	industry	in	the	event	of	a	paradigm	shift	whereby	government	subsidies	are	reduced	or	removed.	Thus,	this	research	has	made	a	significant	contribution	not	only	to	knowledge	but	to	practice,	whereby	viability	of	an	industry	in	Australia	may	be	safeguarded	as	a	result	of	application	of	the	model	tested	for	this	PhD	by	exegesis.			 	
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EXT. RACE TRACK - DAY1 1
A misty dawn shades horses being lead to the mounting yard.
Some jockeys loiter while others engage their mounts.
More horses thunder by down the track.
BRIDGET is checking the saddle tension on a horse that she 
speaks to in a slow, calm and loving voice.
BRIDGET
Whoah...its ok, you’ll do 
fine...they’re no threat. 
Easy...easy boy.
Her FATHER interrupts his conversation with two other men 
and angrily barks from a distance.
FATHER
Bridget!! Don’t waste your time 
on him.
As he turns away, she mounts the horse anyway and slips 
onto the track without notice.
EXT. TRACKSIDE - DAY2 2
Bridget’s father is standing with two men.
LOU
Look at me! I’m telling you--
Bridget’s father interrupts the first man.
FATHER
I can’t! I don’t have the money.
Smiling, the second man moves forward and softly places his 
hand on the father’s shoulder.
In a consoling manner, the second man RONNIE leans in and 
speaks calmly.
RONNIE
I don’t think you understand. Let 
me explain how this works.
Immediately, the second man punches him in the gut.
As he doubles over to the ground LOU departs.
LOU
(disappointed)
I was talkin’ ta him.
Ronnie shrugs it off, placing his foot on the man’s head.
EXT. RACE TRACK - DAY3 3
Bridget is breezing her horse down the back straight.
Several other horses are bunched in behind her.
She nuzzles in tight to the horse’s mane.
BRIDGET
Ok boy...ok.
As she rounds the last corner, she spots her father slumped 
on the ground.
EXT. TRACKSIDE - DAY4 4
She slows the horse and dismounts, running to her father.
BRIDGET
Dad, dad!
FATHER
(gasping for air)
I told you not to ride him!
BRIDGET
Are you ok? What happened? Don’t 
move.
FATHER
I’m fine, you just concentrate on 
working the horses that I ask you 
to.
Bridget assists him to his feet.
FATHER (CONT’D)
Now get going and get the rest 
done.
Hesitantly, Bridget returns to her horse while her father 
dusts himself off.
Bridget then leads her horse to the stable.
INT. STABLE - DAY5 5
Bridget is entering the stable with her horse.
She spots MATT giving an injection to one of the other 
horses in the stable.
BRIDGET
Is she ok?
2.
MATT
Nothing serious.
Bridget wheels her horse COLE into the box stall, leaving 
all the gear on.
BRIDGET
(to Cole)
Sorry mate, it’ll have to wait.
Bridget grabs the horse in the next stall and leads it out 
of the stable past Matt.
They exchange smiles that could read like a Jane Austen 
novel.
BRIDGET (CONT’D)
(to Matt)
Will you be here for long?
Matt turns and smiles suspiciously while quickly closing 
the top of his medication box.
MATT
No. Unfortunately I have another 
call to make. But I’m sure I’ll 
see ya tomorrow.
They connect again with a smile, and Bridget leaves the 
stable in a dreamy state.
EXT. HOMESTEAD - DAY6 6
Blue blue sky, and then white fills the frame.
A satin awning billows in the breeze.
Down we travel below the awning, revealing the verandah of 
the homestead, and JODIE and GLEN, standing as a couple, 
hands clasped, eyes locked.
Jodie, glowing, in a stunning wedding dress and Glen in his 
best jockey outfit? They are in the midst, apparently, of 
their wedding vows...
GLEN
Jodie. I take you as my lawfully 
wedded wife, to have and to hold 
from this day forward, for better 
or for worse, for richer, for 
poorer...
A pause, dramatic at first, and then the pause lengthens 
awkwardly.
3.
JODIE
(Jodie sighs)
You’ve forgotten them already.
GLEN
(Glen clears his voice)
Ehmmm! Jodie. I take you as my 
awfully wedded wife.
Jodie sighs in increasing frustration.
GLEN (CONT’D)
Jodie...
BRIDGET
(breaking into Jodie’s 
daydream)
Jodie. Jodie!! When you’re 
finished, can you untack Cole 
please. I left him in his stall 
with all his gear on.
EXT. OUTSIDE STABLE / TRACK - DAY7 7
Jodie, now back with reality, watching Glen walk his mount 
back into the mounting yard from the track and not paying 
full attention, steps back into a large pile of droppings, 
slips and falls to the ground while holding the reins of a 
horse. Close up of horse head stretched down to her face, 
horse POV, her POV, horse POV.
JODIE
Shit!
Glen looks on shaking his head.
BRIDGET
Jodie!
JODIE
Ok, sure. I’ll get on it right 
away.
Bridget, leading the horse to the track entrance, connects 
eyes with PETER WILLIAMS, who is standing with the STATE 
RACING COMMISSIONER at the rail.
As she approaches, Bridget is trying to avoid them.
Williams turns to page two of the Herald, which he holds.
WILLIAMS
Nice work. I think its time for a 
new photo.
4.
Adjacent to a stock photo a newspaper article heading reads 
‘State Racing Commissioner cracks down on race rigging’. 
‘Investigation into money laundering continues’.
WILLIAMS (CONT’D)
Good morning Bridget, that’s a 
nice filly you’ve got there. Are 
you going to run her next week at 
Rosehill?
BRIDGET
Probably not, she still needs a 
little more work before the next 
city race. Of course its up to my 
Dad whether she’ll race or not.
WILLIAMS
Well, I’m sure you know best. 
Good luck.
Bridget heads out onto the track while the two of them 
continue to lean on the rails.
COMMISSIONER
They have some good horses this 
year, they might even challenge 
your best rides.
WILLIAMS
Oh I think not, these things have 
a way of turning in my favour.
COMMISSIONER
Yes, I’ve noticed that. The less 
said, the better.
WILLIAMS
So, are you in for poker tonight?
COMMISSIONER
Surely sir you are referring to 
the weekly trainers symposium.
WILLIAMS
(grinning)
Ah...yes, the symposium. Will you 
be attending the round table this 
evening?
COMMISSIONER
Of course!
WILLIAMS
(sarcastically)
The sacrifices you make for this 
industry.
5.
A group of horses are powering down the straight and 
thunder by holding frame after they pass.
INT. STABLE - DAY8 8
Jodie is leading a horse in, and as she passes Cole’s 
stall, notices that all the gear has been removed.
She enters a stall and untacks her horse, giving it water 
and a biscuit of hay while she talks.
JODIE
(to the horse)
What is it with men, are they all 
so superficial, don’t they know 
that good things come in small 
packages. And why did he look at 
me that way, I’m not a chump. 
Doesn’t he realize what he’s 
missing out on. I’m a hot little 
number.
A horse whinnies in debate.
JODIE (CONT’D)
Well I’d like to think so!
Jodie closes the stall door, walks up to Cole’s stall, 
looks in and sees that he has fresh water and hay.
She pauses, perplexed, until Cole nods at her.
JODIE (CONT’D)
(to Cole)
Don’t give me any of that 
masculine crap or you’ll be a 
gelding before you know it.
Suddenly she hears a thundering kick against the outside 
stable wall.
EXT. OUTSIDE STABLE WALL - DAY9 9
JAMIE is struggling to calm a horse while LEONIE looks on.
LEONIE
Don’t stare at him.
JAMIE
Shouldn’t you be doing your hair?
LEONIE
What’s the point, you think I’m 
gonna’ find a man around here?
6.
GLEN walks past.
GLEN
Morning ladies.
Jamie gives him an evil eye.
LEONIE
You’re gonna stop him aren’t you?
JAMIE
Yeahhhh...I think.
LEONIE
(glancing up)
A miracle please.
JAMIE
Almost got it...
LEONIE
Here gimmie’ that!
Leonie grabs the reins and the horse settles quickly. Jamie 
picks up the gear that has dropped to the ground.
LEONIE (CONT’D)
Let me know when you’re ready.
Jamie straightens his jacket and dusts himself off.
LEONIE (CONT’D)
(sarcastically)
Not that there’s any rush.
JAMIE
Back in a sec.
EXT. STABLE - DAY10 10
Jamie spots Bridget heading for the stable and darts over 
to speak to her.
JAMIE
Bridget. Hey, how’s it goin’? I 
thought I might drop by after 
lunch and ahh...see if you need 
anything done. I mean if the 
horses need anything done. Like 
shoes...horse shoes...for horses.
BRIDGET
Ok?? Sure?
Jamie mutters to himself as he returns to Leonie.
7.
JAMIE
Great...shoes...for horses. What 
was I thinking.
Jamie returns to Leonie who is grinning ear to ear.
LEONIE
She looks un-convinced.
JAMIE
Like the guy at the truckstop 
last week?
LEONIE
(chuckling)
Not exactly, but this is not 
about me.
JAMIE
What’s so funny about that?
LEONIE
Its just seems so optimistic.
Jamie is half working, half watching Bridget’s ass as she 
leads her horse to the stable entrance.
INT. STABLE - DAY11 11
The stable is perfectly quiet except for the clip clop, 
clip clop of horse hooves on the concrete.
It appears that all the horses are gone or at rest.
Bridget is happy that the days training session is at an 
end.
As she approaches the stall door the horse becomes nervous 
and spooked.
BRIDGET
(to the horse)
Ok boy...ok.
Bridget digs into her pocket and extracts a carrot for the 
stallion to eat.
She untacks the horse, tops up the water and starts to 
depart, but stops after passing all the seemingly vacant 
stalls.
Turning on a dime, she realizes there is something a miss 
and immediately glares into the first stall at hand. Cole’s 
stall.
8.
BRIDGET (CONT’D)
Cole, oh baby what’s wrong?
INT. STABLE STALL - DAY12 12
The horse is lying on the ground and barely moving.
While she strokes his main a frightening thought occurs.
She stands, peers into the next stall and sees the same.
INT. STABLE - DAY13 13
Startled, she rushes down the corridor at an ever 
increasing pace glancing into all the stalls. Another horse 
down, another, another, another.
BRIDGET
OH! My god!
At the seventh stall she stops abruptly and is paralysed by 
what she sees.
A body lies face down and motionless.
INT. STABLE STALL - NIGHT14 14
Black.
DAY 2
EXT. CEMETARY - DAY15 15
Black frame pulls back to reveal a black casket at the 
cemetary gathering.
All is quiet with only the cry of a magpie and the 
increasing volume of the eulogy.
As the CHAPLAIN reads, Bridget’s vacant gaze dissolves into 
a clear, but distant view of the thugs RONNIE and LOU who 
flattened her father at the track.
Ronnie is casually rolling a cigarette.
He methodically rolls the tobacco and licks the edge of the 
fine white paper.
Another conversation can be faintly overheard right behind 
her.
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GUEST #1 (O.S.)
I’m not surprised.
GUEST #2 (O.S.)
It was only a matter of time.
GUEST #1 (O.S.)
Actually. I am surprised that he 
got away with it for it for so 
long.
GUEST #2 (O.S.)
Yeah, well... that kinda’ thing 
can be brutal on your health.
GUEST #1 (O.S.)
Brutal? Positively fatal.
Several flowers are placed on the casket before the final 
words are said.
Bridget is in a near state of shock as BUD collects her and 
guides their way to the car.
As they travel down the pathway, Bridget and the thugs 
stare directly at each other.
BUD
Do you know them?
Bridget does not answer, and continues to stare, while Bud 
dismisses it as emotional shock.
As they approach the limo, Bud opens the rear door for 
Bridget while all four gaze deeply at each other.
Stunned, Bridget stands motionless at the door.
BUD (CONT’D)
Are you ok?
Again she ignores the question.
Ronnie lights his smoke.
BUD (CONT’D)
Bridget?
Bridget turns, and looks directly at Bud, and without 
saying a word she slides into the car.
Bud slams the door closed, with the sound of a gunshot.
INT. STABLE - DAY16 16
Matt holds a rifle overtop of the horse he just shot.
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Three horses are dead now, and three others barely clinging 
to life.
Cole’s breathing is shallow, as Matt places the stethoscope 
on the horse.
Opening the lid on his medication box, he removes a syringe 
and fills it from an ampule of medication.
He injects the horse, and tosses the syringe back into the 
box.
Matt scrolls through the menu on his mobile and speed dials 
a number.
MATT
Hey. Its Matt. Yeah, good thanks. 
I need a favour.
INT. BRIDGET’S HOUSE - DAY17 17
Bud and Glen are receiving a wave of guests that arrive 
after the funeral ceremony.
Bridget stands alone while several people offer their 
condolences.
Jodie is serving other guests with a platter of food.
A number of people serve themselves with beer from a table.
Bud interrupts Bridget from the expanding group of well 
wishers.
BUD
Bridget. Why don’t you take a 
little break. We’ve got 
everything under control here.
BRIDGET
Ok, maybe I’ll just lie down for 
a couple minutes. Excuse me.
Bridget heads off to her room.
GUEST #3
(to Bud)
Its a terrible thing to lose your 
father that way.
GUEST #4
What’s she going to do now?
BUD
She’ll manage.
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GUEST #3
Surely not on her own?
GUEST #4
She’ll have to sell.
BUD
I think she has enough to think 
about at the moment.
GUEST #3
Poor girl.
A drunken man careens through the conversation, spilling 
his beer and several others on the near by table.
DRUNKEN MAN
Bastards. Heartless bastards, 
they ruin the sport for the real 
people who care.
Now causing a bit of a scene, Bud assists the man towards 
the door.
DRUNKEN MAN (CONT’D)
You know. Its all about money to 
them.
BUD
Yeah, I know.
DRUNKEN MAN
No really, they don’t give a damn 
about us. All we are is the bling 
for their next trophy wife.
At the door, the man stumbles to the floor. Bud nods to 
Glen, who ushers him outside.
GLEN
Come on man! Get it together, 
you’re causing a scene.
Assisting the man to his feet, Glen props the man on his 
shoulder as they exit the house.
EXT. BRIDGET’S HOUSE - DAY18 18
Glen seats the man on the edge of the drive and hands him 
his handkerchief.
At the same time Glen notices two men sitting in a dark 
sedan parked across the road at the end of the drive.
12.
EXT. STABLE - DAY19 19
A car skids to a stop on the gravel outside the stable.
The driver retrieves a leather doctors bag from the back 
seat, and hurries through the main stable doors.
MATT
Jesus man, what took you so long?
The SENIOR VETERINARIAN drops the bag to the floor in mid 
stride and examines the horse that Matt is lying with.
SENIOR VETERINARIAN
What’re your thoughts?
MATT
Poison, maybe.
SENIOR VETERINARIAN
Well, you’re not far off the 
mark. I’ve seen this before, and 
it never ends well. Snake bite. 
Probably a Brown.
MATT
So...?
SENIOR VETERINARIAN
I have enough anti-venom for one 
proper dose... or we can gamble 
on a split and maybe save two.
MATT
Cut it three ways, and lets hope 
for the best.
Surprised, the Senior Veterinarian fumbles for his bag.
A long pause ensues while the Senior Veterinarian splits 
the dose into three separate syringes.
As the Senior Veterinarian prepares to inject the first 
horse, he looks to Matt for visual conformation.
The Senior Veterinarian, now showing a very obvious 
hesitation, looks again for another confirmation.
MATT (CONT’D)
Just do it!
The man injects the first horse.
13.
INT. BRIDGET’S HOUSE - DAY20 20
Glen answers a knock at the door.
Jodie serves Bud the last morsels from her tray, as Glen 
interrupts.
GLEN
Bud, there is a gentleman at the 
door who insists on seeing 
Bridget.
Bud peers through the crowd and recognizes the face.
BUD
Well I’ll be.
Bud navigates the crowd to approach MICHAEL, who is closing 
the gap from the other direction.
MICHAEL
Hello Bud.
BUD
Michael, how very nice to see 
you.
MICHAEL
Yes, and its good to see that you 
are well.
They warmly shake hands.
BUD
When did you get in?
MICHAEL
My flight arrived a few hours 
ago. I would have made the 
funeral if it hadn’t been for the 
excessive security in San 
Francisco.
BUD
Well you’re here now, and that’s 
what counts.
MICHAEL
How’s Bridget taking it?
Glen breaks into the conversation.
GLEN
Excuse me gentlemen. Bud there 
are some people here to see 
Bridget.
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Bud passively responds.
BUD
Well then, show them in and get 
them a beer.
GLEN
(hesitantly)
Uhh, No, these are different 
kinda people.
Bud now turns to Glen with a confused expression, and Glen 
nods towards the front doorway.
As bud redirects his attention he recognizes the police.
INT. BRIDGET’S HOUSE HALLWAY - DAY21 21
In a quiet corner of the house, Bud speaks with the police.
DETECTIVE CONSTABLE BILL GANNON jots notes on a pad while 
DETECTIVE SERGEANT JOE FRIDAY investigates.
DETECTIVE FRIDAY
... that may be so, but we’ll 
need to see her anyway.
BUD
Can’t this wait until tomorrow?
DETECTIVE FRIDAY
No, I’m afraid not. We have a 
number of questions that need to 
be answered.
BUD
I understand.
Bud pans across the crowded room, then reacquires eye 
contact with the Detective.
BUD (CONT’D)
Would it be possible for you to 
wait in the car and we’ll meet 
you out front.
The detective now pans across the crowded room.
DETECTIVE FRIDAY
We’ll be outside.
INT. POLICE STATION - DAY22 22
At the Station House, Bridget scrolls through mug shots on 
a computer.
15.
In a separate corner the Detectives discusses the results 
of her interview.
Gannon flips through his note pad.
OFFICER GANNON
She hardly seems the type.
DETECTIVE FRIDAY
Yeah. Not exactly a hardened 
criminal.
OFFICER GANNON
Besides, there’s no indication 
that there was even foul play.
Friday raises his eyebrows.
DETECTIVE FRIDAY
(sarcastically)
Right. I can hardly draw the 
parallel, 6 horses dead and the 
body of their trainer, all neatly 
lined up in one stable.
OFFICER GANNON
Actually, there’s only 3 dead 
horses a this point.
DETECTIVE FRIDAY
Regardless. This whole thing 
reeks of foul play.
OFFICER GANNON
So, should we hold her?
DETECTIVE FRIDAY
No. Just draft the statement 
about the men at the track, then 
drop her back home.
INT. BRIDGET’S HOUSE KITCHEN - NIGHT23 23
Michael is emptying the dishwasher as Bridget enters the 
kitchen.
Bridget opens the fridge and picks at the leftovers.
Michael removes the towel from his shoulder and neatly 
folds it over his arm before seating Bridget at the table 
like an experienced Maître d’.
MICHAEL
Shall I mix you a drink?
They talk as he collects silverware and plates.
16.
BRIDGET
(angry)
Michael. I haven’t seen you for 
ten years. Where the hell have 
you been?
Michael stops for the moment and fidgets with the utensils.
MICHAEL
I just couldn’t take it anymore, 
you don’t really know what it was 
like.
He continues, carefully placing a perfect setting in front 
of her. 
BRIDGET
I know exactly what its like, 
I’ve been here since you left.
MICHAEL
Yes, but it is different for you, 
Dad always treated you--
BRIDGET
Dad treated me the same as you, 
so don’t give me that excuse. You 
know full well what he was like 
after Mom died. You could have 
called or at the very least 
stayed in touch. For all I know, 
you could have been dead.
Michael preparing Bridget’s meal.
MICHAEL
Yes... sorry. I just had to get 
away.
BRIDGET
But you didn’t even say goodbye.
He kicks up his tone and serves Bridget a plate that would 
rival any Michelin starred chef.
MICHAEL
Oh my goodness, you have no idea 
how exciting San Francisco can 
be. The grotto, sour dough bread 
and the nightlife is just 
incredible.
He fills a glass for Bridget as she chows down.
MICHAEL (CONT’D)
I have the cutest little 
apartment in The Castro--
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Bridget drops the utensils on the plate.
BRIDGET
Michael, why are you here?
Michael straddles a chair and joins Bridget at the table.
MICHAEL
Fair enough, I did run, and left 
you on your own, and for that I’m 
sorry.
Bridget looks up from her plate.
MICHAEL (CONT’D)
But I’m here now.
BRIDGET
And?
MICHAEL
...and I have thought about you 
every day that I have been away.
BRIDGET
So?
MICHAEL
Come on, Bubblez... we’re all 
that’s left. Bubblezzzzz.
BRIDGET
Don’t even try that on me Michael 
or I’ll get up and leave.
MICHAEL
Fine.
BRIDGET
Fine.
MICHAEL
Ok then.
BRIDGET
Change the subject.
Bridget eats.
DAY 3
INT. STABLE STALL - MORNING24 24
The early morning sun beams through the windows.
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Jodie slops the muck from a stall floor into a wheel 
barrow.
Air-brakes from a semi-trailer vent audibly outside.
A heavyset man grasping a clipboard approaches Jodie.
TRUCK DRIVER 1
Morning.
JODIE
Is it Thursday already? Where did 
the week go?
TRUCK DRIVER 1
I know what you mean, gone in a 
flash. Is Bridget around?
Jodie stands the rake in the corner and straightens her 
hair and blouse.
JODIE
She is away today, is there 
anything I can help you with?
The Driver pauses, then taps his pen on the clipboard.
TRUCK DRIVER 1
Well...
Jodie flicks her hair and fluffs her blouse after loosening 
an extra button or two.
JODIE
Surely there must be something I 
can do to help you out.
TRUCK DRIVER 1
Well, you see, I’ve got the grain 
delivery for the stable, but the 
instructions say that I have to 
collect payment for last months 
bill first or its cash on 
delivery.
JODIE
Humm, lets take a look at that.
Jodie squeezes up tight to the Driver and places her hand 
onto of his hand and the clipboard.
She scans the document.
JODIE (CONT’D)
So it does.
The Drive leans away slightly as Jodie becomes too obvious.
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JODIE (CONT’D)
I can’t imagine anyone really 
being upset with just one more 
load.
TRUCK DRIVER 1
Uhhhhhh.
JODIE
Oh, come on, its not that big a 
deal.
Jodie skillful manipulates the pen from his hand and signs 
the delivery docket on the clipboard.
She slides the pen softly into his shirt pocket, then 
straightens his collar.
JODIE (CONT’D)
See... that wasn’t hard.
A pause lingers in the air, as Jodie produces her best 
flirtacious smile.
TRUCK DRIVER 1
Alright. But that’s it. COD for 
the rest, until your account is 
paid.
EXT. HORSE TRANSPORT PARKING - DAY25 25
A LandCruiser, with horse trailer attached, is positioned 
between several larger trucks.
Bridget is carefully coaxing a horse out of the float.
As always, she chats to them in a calming tone.
BRIDGET
(to the horse)
Ok sweet pie, this is your day. 
You really need to be on your 
best behavior. We can’t pay the 
bills, if you don’t produce the 
goods.
Jodie’s Nissan meanders through the parking lot, then 
crosses onto the grass of the loading yard. As she 
scrutinizes the rows for the LandCruiser she spots Bridget 
unloading the horses and approaches with the window down.
JODIE
(from the car window)
I hope that Maria can pull 
something out today, cause we 
just got cut off by the mill.
20.
BRIDGET
What?
Jodie squeezes the subcompact into a tiny space between two 
huge semi trailers, then wriggles out through the sliver of 
a door opening.
JODIE
You heard me. They just cut us 
off for horse feed.
BRIDGET
Are you serious?
JODIE
I managed to get the last load 
delivered, but we’re not gettin’ 
anymore.
Jodie takes the reins of the filly, while Bridget backs the 
other mare out.
JODIE (CONT’D)
(to the horse)
Today’s the day baby, time to 
earn your keep.
As the mare backs off the float it falters slightly to one 
side.
JODIE (CONT’D)
(to Bridget)
Bugger!
BRIDGET
What now!!
JODIE
Put her right back in.
BRIDGET
Why?
JODIE
She just pulled up lame.
Bridget inspects the left rear leg, then squats on the 
ground in utter disappointment, pushing back the tears.
EXT. RACE TRACK - DAY26 26
With a smashing clang, the starting gates open and a wave 
of horses explode onto the track.
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RACE CALLER (V.O.)
They’re off and racing... 
Freemasin and Rebellion begin 
nicely...
The Race Caller rips through the ranking’s over the PA 
system.
A cluster of horses muscle down the back straight.
The front runners align cleanly as they round the first 
corner.
EXT. BETTING RING - DAY27 27
A gaggle of punters flock around the Bookies as the race 
highlights are presented on the monitors.
Some jump for joy, while others toss their ticket stubs 
like down from a pillow.
The PA sounds again with the lead-up to the next race.
The Bookies slash the odds with a simple nod from Williams 
as he casually saunters by. The fix is in.
EXT. TRACKSIDE - DAY28 28
Jodie and Michael lean on a rail while studying Glen’s 
taught physique.
MICHAEL
Shoooooe...him and those 
jodhpurs.
Jodie and Michael both sigh in unison.
Mesmerized by their desire, they both slip into a dream.
EXT. ROCKY SHORELINE - DAY29 29
A churning mass of waves hammer the rocky columns along the 
shore.
Two lovers, Jodie and Glen, negotiate the path down to the 
sand.
With intense desire they strip to their essentials.
EXT. TRACKSIDE - DAY30 30
A mass of horses thunder past Jodie and Michael.
22.
JODIE
I’ll bet he’s sweeter than a 
puppy.
MICHAEL
No... not his type, he knows the 
score. Like I’ve been telling 
you.
JODIE
Is that right?!
MICHAEL
Listen. He’s been servicing every 
filly south of the state line. 
When I was back at the pub I 
heard plenty about this jockey. 
Plenty!
JODIE
You did hunh?
MICHAEL
Ok...No! But all these flashy 
celebrities are the same. So 
don’t tell me!
JODIE
I’m not telling you... you’re 
telling me??
EXT. SECLUDED BEACH - DAY31 31
Ocean waves crash onto each other, when suddenly a rouge 
wave lurches up onto the sand consuming the two lovers as 
they lie embraced in a passionate kiss.
They roll, then playfully chase one another up to their 
towel.
Jodie throws herself down onto her back.
Glen stops above her to consume the beauty before him.
Then, in one deliberate motion he drops to his knees while 
throwing himself down to her lips.
A wondrous score resinates across the moment of romantic 
bliss, until, like a scratched record, the close up reveals 
Glen kissing Michael on the beach.
EXT. TRACKSIDE - DAY32 32
JODIE
HEY!!!
23.
EXT. SECLUDED BEACH - DAY33 33
MICHAEL
(to Glen)
I never knew it could be like 
this.
EXT. TRACKSIDE - DAY34 34
JODIE
Yeahhh!... Uhhh, that’s because 
it isn’t!!
Jodie looks sternly at Michael.
JODIE (CONT’D)
You know Michael, it’s hard 
enough as it is, without you 
butting in.
Michael snickers privately.
INT. RACE TRACK STALL - DAY35 35
Next to Bridget’s stall, the odds on favorite hits the hay, 
to the surprise of all who are gathered around.
The post bell rings.
EXT. RACE TRACK - DAY36 36
Streaking down the track, a bunched conglomerate of horses 
vies for position.
The PA blares with the Race Caller’s voice.
RACE CALLER (V.O.)
... Predatory Prize has jumped 
away ok, so to has Via Macchino. 
Bread Winner is fast coming up. 
Zabeet away quickly.
INT. MEDIA BOX - DAY37 37
The Race Caller, with his fifties style hat, squints 
through the binoculars as he sprays the microphone with his 
spit from the call.
RACE CALLER
Here comes Daffadill with Via 
Macchino driving strong. 
24.
(MORE)
Into the lead comes Roman Empire, 
followed closely by Regal Ransom 
and coming over from outside 
barriers is Maria’s Choice.
EXT. TRACKSIDE - DAY38 38
Jodie fists Michael in the arm and starts to bounce on the 
same square of turf.
Michael calmly glances at his shoulder and dusts off the 
punch wrinkle daintily.
RACE CALLER (V.O.)
The charge onto the first turn is 
lead by Via Macchino, Zabeet, 
Regal Ransom and Daffadill posted 
out four wide.
INT. MEDIA BOX - DAY39 39
The Race Caller wipes his mouth quickly and continues.
RACE CALLER
Dale Pains’ got LA Wonder tucked 
in nicely behind with lots of 
speed, and then followed by Roman 
Empire on the rails.
EXT. RACE TRACK - DAY40 40
Jockeys jostle for position.
RACE CALLER (V.O.)
A length and a half away Tommy 
Treoll just caught a little wide 
at the moment on the outside with 
Daffadill...
INT. MEDIA BOX - DAY41 41
RACE CALLER
...and they’re followed by Faster 
O’Riely checking the heels, on 
the fence. A length and a half, 
and Predatory Prize couldn’t get 
in, he’s caught four wide around 
the outside there.
EXT. TRACKSIDE - DAY42 42
Jodie now Jumping and clapping with anticipation.
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RACE CALLER (CONT'D)
JODIE
Come on honey.
RACE CALLER (V.O.)
Harris Meed is on the rail 
now with Regal Ransom, so 
they can’t get in. Predatory 
Prize is still posted four 
deep there and followed then 
by, Faster O’Riely.
INT. MEDIA BOX - DAY43 43
RACE CALLER
Ready to Gift is last of all. Its 
Zabeet the leader, with 1400 to 
go in the Classic. He shows the 
way as he’s out by a length and a 
half.
EXT. GRANDSTAND - DAY44 44
All eyes from the crowded Grandstand are locked on the 
horses.
RACE CALLER (V.O.)
Via Macchino up second on the 
outside of LA Wonder who’s 
getting a dream run ahead of 
Bread Winner. Two lengths to 
Bright Vision followed closely by 
Maria’s Choice.
EXT. TRACKSIDE - DAY45 45
JODIE
Whoop! Whoop! Whoop!
Michael is bouncing now and imitating Jodie.
MICHAEL
Whoop. Whoop.
INT. MEDIA BOX - DAY46 46
RACE CALLER
Two lengths to Hard Ruler, and 
Roman Empire who are nicely 
poised, two more for Tommy 
Treoll’s Daffadill, and Hercules. 
A length and a half to Sam Hare 
on Faster O’Riely. They’ve got 
800 meters to go in the cup now, 
and Zabeet has the lead ahead of 
Via Macchino, LA Wonder and 
Bright Vision is fourth. 
26.
(MORE)
Two lengths further back is 
Maria’s Choice there followed by 
Hard Ruler...
The Caller’s enthusiasm is ramping up now as the cluster of 
horses approach the last turn.
EXT. TRACKSIDE - DAY47 47
Bridget arrives at the fence to join Jodie and Michael.
BRIDGET
What’s happening?
Jodie still bouncing and clapping away.
JODIE
She’s in there.
RACE CALLER (V.O.)
...who’s starting a move. 
There’s three lengths to 
Daffadill and Tommy Treoll is 
riding hard...
EXT. GRANDSTAND - DAY48 48
Several people in the crowd are standing now.
INT. MEDIA BOX - DAY49 49
RACE CALLER
Its Zabeet, Via Macchino and LA 
Wonder.
EXT. RACE TRACK - DAY50 50
Jockeys are desperately scanning for openings.
RACE CALLER (V.O.)
...Bright Vision is coming at 
them with Maria’s Choice right on 
her tail. Roman Empire’s looking 
for a run, he’s travelling well, 
and Hard Ruler’s coming around 
the outside, and then Daffadill.
INT. MEDIA BOX - DAY51 51
RACE CALLER
Via Macchino takes the lead. 
Roman Empire desperately trying 
to get through. Veegas’ on the 
outside, and he’s got the split 
now on Roman Empire.
27.
RACE CALLER (CONT'D)
EXT. TRACKSIDE - DAY52 52
Bridget's nervousness now spreads like an infectious wave 
over Jodie and Michael.
Instantly, the trio, all become nervous.
RACE CALLER (V.O.)
At the 200 race to the lead, 
Maria’s Choice getting up on the 
inside of LA Wonder.
EXT. RACE TRACK - DAY53 53
Jockeys viciously whip their rides into submission.
INT. MEDIA BOX - DAY54 54
RACE CALLER
Via Macchino right over on the 
fence...
EXT. GRANDSTAND - DAY55 55
The crowd is on their feet.
INT. PRIVATE BOX - DAY56 56
Williams, still sitting as others stand, tilts back a flute 
of Champagne in one gulp.
EXT. TRACKSIDE - DAY57 57
The trio now holding hands like nervous school girls.
RACE CALLER (V.O.)
...hitting the dough for 
Williams.
INT. MEDIA BOX - DAY58 58
RACE CALLER
Via Macchino in Front of Zabeet. 
Via Macchino is clear.
EXT. GRANDSTAND - DAY59 59
The crowd goes wild.
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RACE CALLER (V.O.)
And Via Macchino will win the Cup 
by a length to Zabeet.
EXT. RACE TRACK - DAY60 60
The horses cross the finish line.
RACE CALLER (V.O.)
Maria’s Choice is three quarters 
of the way third and a close 
fourth for LA Wonder...
EXT. TRACKSIDE - DAY61 61
The trio hug in celebration of the third place finish.
RACE CALLER (V.O.)
...Daffadill and Regal Ransom, 
Faster O’Riely, Roman Empire, 
Bread Winner, Bright Vision and 
further back...
Suddenly the PA is silent for a period of time.
After a screech of feedback, the Race Caller announces.
RACE CALLER (V.O.) (CONT’D)
Hold all tickets please!
The mic is open and we hear muffled voices and movement.
RACE CALLER (V.O.) (CONT’D)
Via Macchino is disqualified.
Bridget, Jodie and Michael scream as they jump for joy.
The Callers voice on the PA is almost drowned out by the 
screaming girls.
JODIE
Ahhhh! That means we’re second!
Friends and colleagues surround them, as congratulations 
flow.
EXT. GRANDSTAND - DAY62 62
The crowd is emptying.
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EXT. RACE TRACK - DAY63 63
As the winning horses exit the track, Zabeet staggers and 
collapses.
RACE CALLER (V.O.)
Will Peter Williams please come 
to the Stewards Office.
EXT. TRACKSIDE - DAY64 64
Hardly believing their good fortune, hugs and kisses are 
liberally thrown about.
A second announcement rings across the PA system.
RACE CALLER (V.O.)
Will Henry Tanner please come to 
the Stewards Office.
This announcement instantly silences the girls.
Bewildered, they look at each other and all eyes land on 
Bridget.
Henry Tanner, Bridget’s father, is dead?
INT. STEWARDS OFFICE - DAY65 65
Inside the Stewards Office, officials deliberate about the 
substitution.
The CHIEF STEWARD listens to the other Stewards as Williams 
stands close by.
STEWARD #1
...for god sakes, the paint came 
off on my hands. My kids can 
paint better than that.
CHIEF STEWARD
So do we know what horse it is?
STEWARD #2
No, not yet. But it’s definitely 
not Via Macchino.
The Chief Steward looks directly at the other stewards.
STEWARD #1
It’s not Via Macchino.
STEWARD #3
Nope, it’s not Via Macchino.
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The Chief Steward now turns to Williams, who is casual and 
relaxed.
CHIEF STEWARD
Well Peter, what do you have to 
say? Because it doesn’t seem to 
be the horse you entered.
WILLIAMS
No idea! I can only imagine it 
was one of my staff.
The other Stewards erupt in dismay, as they clearly know 
this is a lie.
CHIEF STEWARD
Yes, well regardless of who’s to 
blame... you entered the horse, 
and as such are responsible for 
any irregularities. It’s not Via 
Macchino, and it IS disqualified.
The Chief Steward Scratches the Name from the placing 
printout on his clipboard.
CHIEF STEWARD (CONT’D)
The further matter, of your 
knowledge in the substitution 
will be taken up by the State 
Racing Commission.
Reluctantly, the Chief Steward congratulates Williams on 
Zabeet’s, now, first place finish.
CHIEF STEWARD (CONT’D)
And congratulations on your 
first, I hope he survives.
Shifting his focus to Bridget, the Chief Steward proceeds 
towards her.
CHIEF STEWARD (CONT’D)
Hello Bridget, I’m sorry to hear 
about your father.
A long silence ensues as the unsaid dialogue between the 
two takes place.
Flipping documents on his clipboard, he continues.
CHIEF STEWARD (CONT’D)
I noticed however, that he 
somehow managed to enter two 
horses today.
Another painfully long pause drags until Bud appears next 
to Bridget in the crowded room.
31.
A polite exchange crosses between Bud and the Chief 
Steward.
BUD
Bill.
CHIEF STEWARD
Bud.
The Chief Steward addresses them both now.
CHIEF STEWARD (CONT’D)
(to Bridget)
You do realize Bridget, that you 
are not a licensed trainer, and 
it’s your father who is the 
trainer on record.
Bud pipes up quickly, as he stares directly at the Chief 
Steward.
BUD
That’s ok Bill, I think I saw 
Henry his morning at weigh-in.
A tear breaks on Bridget's face, as they all know quite 
well that Henry is dead.
CHIEF STEWARD
Right, but let me remind you , 
the rules are very clear. You 
have to be a LICENSED trainer to 
be able to race. If he wasn’t 
here, for instance, your 2nd 
place finisher would be 
disqualified.
The Chief Steward flips another page on the clipboard.
CHIEF STEWARD (CONT’D)
Anyway, congratulations on the 
finish. I think 2nd is paying out 
well.
He turns directly to Bud.
CHIEF STEWARD (CONT’D)
(to Bud)
Make no mistake... I’ll have to 
see him with my own two eyes next 
time.
The Chief Steward moves on as a teary Bridget embraces Bud.
32.
INT. VETERINARY HOSPITAL SURGERY - DAY66 66
Pulling back from an endoscopic view of a horses throat to 
a screen full of bloody nostrils, filling a pool of red on 
the floor of the surgery.
A Vet leans in with an expression of extreme concern.
VETERINARIAN #1
He’s got a temperature of a 
thirty nine point...
INT. VETERINARY HOSPITAL LUNCHROOM - DAY67 67
Vet#1 is making a cuppa. Vet#2 is unpacking his lunch bag, 
and Vet#3 is having lunch.
VETERINARIAN #1
...three.
VETERINARIAN #2
And why do we care?
VETERINARIAN #1
Because we’re human beings and 
that’s what we do!
VETERINARIAN #2
You know these guys push them 
past the limit; they couldn’t 
care less about the consequences. 
Tubed with a belly full Bicarb no 
doubt and who knows how much 
Phenylbutazone to mask the pain.
VETERINARIAN #1 
They said he had been ridden 
easy... only won by a length.
VETERINARIAN #2
(sarcastically)
Nowhere near Caviar’s win at the 
Valley.
He throws his teaspoon across the room into the sink.
VETERINARIAN #2 (CONT’D)
And you believe him?
33.
VETERINARIAN #1
Hey, the guy looks like he’s from 
the Gabbo family, not the type 
who enjoys an interrogation 
without a bright light in his 
face and a good beating. I’m the 
good cop you know.
VETERINARIAN #3
(looking at the chart)
Oh my god! He asked you to put 
him down?
VETERINARIAN #1
Yeah. When I asked him what his 
plans were, he seemed to be on a 
mission.
INT. VETERINARY HOSPITAL SURGERY - DAY68 68
VET #1 converses with the Handler, while an assistant mops 
up a bucket of blood from the floor.
The Vet is removing blood stained surgical gloves.
VETERINARIAN #1
Look, he’s just suffered a severe 
pulmonary hemorrhage. Bleeding 
into his lungs.
The Vet skids on the slippery red floor.
VETERINARIAN #1 (CONT’D)
If we’re not careful he could 
drown in his own blood.
The Vet shoves the ultrasound cart aside.
VETERINARIAN #1 (CONT’D)
Give it a rest, there’s no chance 
for next weekend and you’ll be 
lucky if he races again this 
year.
HANDLER
Uhmm...so its serious? No racing 
this week.
VETERINARIAN #1
That’s right, and if you don’t 
take it easy he may not race 
again. Ever!
The Handler turns away to answer a phone call.
34.
HANDLER
(on the phone)
A bleeder. Ok. Yeah.
He turns back to the Vet.
HANDLER (CONT’D)
(to the Vet)
You need to put him down.
INT. VETERINARY HOSPITAL LUNCHROOM - DAY69 69
VETERINARIAN #3
Jesus! Why?
VETERINARIAN #1 
Insurance! If the horse can’t 
race, its worthless to the 
owners, just one big expense with 
no chance to return their 
investment--
VETERINARIAN #2
On the other hand, if the horse 
is destroyed for “humane 
purposes”, the insurance will 
payout the claim and the 
investors can get their money 
back, go out and buy a new horse--
VETERINARIAN #1 
And the whole cycle starts again.
VETERINARIAN #3
That’s unbelievable. What a 
waste.
VETERINARIAN #1 
Yeah, and apparently he was a 
ring-in.
One of the Vets is leaning on the sink, while the other two 
are finishing up.
VETERINARIAN #1 (CONT’D)
I gave him a dose of Lasix, he’ll 
be alright.
The receptionist opens the lunchroom door and peers in.
RECEPTIONIST
Uhh... Don Corleone wants to see 
you.
35.
INT. MEMBERS LOUNGE - DAY70 70
In a finely appointed dining room, several groups of 
eloquently dressed socialites are seated at large circular 
tables.
Williams enjoys a meal, as he brags of his winnings.
Beside him sits the State Racing Commissioner who is 
intentionally ignoring the conversation.
WILLIAMS
Spectacular, don’t you think?
GUEST #6
(mouth full of food)
Emmmm.
WILLIAMS
Once again, right on the nose, I 
told you, you wouldn’t be 
disappointed.
GUEST #7
It’s quite impressive. Four for 
six races. That’s almost 
unbeatable.
WILLIAMS
Yes... if I must say so myself.
GUEST #6
And what of Via Macchino?
WILLIAMS
Idiots. It wasn’t the Venice 
Biennale. You think they could 
have at least let the paint dry.
EXT. TRACKSIDE - DAY71 71
Matt questions a strapper at Williams stalls.
MATT
How much did they use?
STRAPPER
I can’t say for sure. Half a 
syringe maybe?
MATT
Did you tube him?
STRAPPER
No!... I didn’t tube him.
36.
MATT
Alright, did anyone tube him??
The Strapper looks everywhere except for Matt’s eyes.
STRAPPER
Uhmmm... But no more than usual.
MATT
Fine.
Matt pulls a wad of cash from his pocket and peels off a 
couple of hundreds, then palms them to the kid.
MATT (CONT’D)
Don’t--
STRAPPER
I know... Tell anyone else.
INT. HOTEL ROOM - DAY72 72
A Bookie lies shitfaced on a blanket of cash.
Nuzzled beside him are two big breasted women who are 
scantly dressed.
With a bottle of Jack in one hand and his Nokia in the 
other, he makes a call.
INT. MEMBERS LOUNGE - DAY73 73
Williams coat pocket rings.
As he answers, the Bookie’s voice blares out of the 
speaker, easily heard by all at the table.
BOOKIE
We won, and WE WON...
INT. HOTEL ROOM - DAY74 74
BOOKIE
...BIG!
The Bookie drains the bottle of Jack all over his face, and 
the girls throw the money about.
INT. MEMBERS LOUNGE - DAY75 75
Williams takes a sip of his wine, while holding the phone 
patiently.
37.
BOOKIE (O.S.)
Oh, baby...do that thing...
The girls voices and giggles are clearly heard by all.
The Commissioner immediately wipes his mouth, throws his 
napkin onto his steak, and stands.
He straightens and buttons his jacket.
COMMISSIONER
Peter, you better cool it!
The Commissioner abruptly leaves.
INT. BRIDGET’S HOUSE - NIGHT76 76
Bridget, Jodie and Michael sift through a pile of bills.
They sort them into several related stacks, Bank 
statements, feed, utilities, and the rest.
One small mound of five invoices, represents the income.
JODIE
Holy crap! Six hundred dollars 
for rodent management. That’s 
gotta be one big rat. Where’s the 
rifle cause I ain’t goin’ back in 
that barn alone.
Michael snatches the bill from Jodie and reads it aloud.
MICHAEL
January, February, March, 
April... oh come on, its four 
months. We’re only talking about 
a few little mice here. Come come 
my dear, aren’t you being a 
little anal retentive.
JODIE
Look. I don’t like croutons in my 
salad, and I don’t do mice, or 
rats for that matter. Someone 
call in the dogs, because even 
one of those furry little 
critters is quarantinable for me.
Bridget snaps the bill away from Michael.
BRIDGET
Focus please! We have to get this 
done.
Michael covertly tickles Jodie’s back.
38.
MICHAEL
Help. They’re biting...
Jodie swats Michaels hand.
JODIE
Stop it.
Michael continues.
MICHAEL
They’re biting me...
JODIE
Stop it!
MICHAEL
Don’t swat them, you’re setting 
them off.
JODIE
I’ll set you off, if you don’t 
quit it.
Bridget taps the calculator button, and the machine spits 
out a long reel of paper.
She falls back into the chair when it stops with the total.
BRIDGET
Oh my god!
Michael and Jodie cease the fooling around and reach across 
the table in unison. Michael slaps Jodie’s hand and spins 
the calculator into view.
He is momentarily stunned.
MICHAEL
That’s impossible, you must have 
made a mistake.
BRIDGET
There’s no mistake Michael. 
That’s what we owe.
JODIE
Is that bad?
MICHAEL
I’ll say. Six figures bad.
They all fall back into their chairs in silence.
JODIE
So... what now?
39.
Another pause lingers as Bridget thinks.
She flips a bill over and runs a line straight down the 
middle of the page.
BRIDGET
Ok, lets size it all up.
She writes FOR and AGAINST in the columns.
BRIDGET (CONT’D)
For! We have the property. We 
have 18 horses in training. We, 
weeee...
She scans the table surface.
BRIDGET (CONT’D)
Weeee...ll’ come back to that. 
Against! We have the mother of 
all mortgages. We have 18 extra 
mouths to feed. I’m not licenced 
to train. We can’t get supplies. 
And these winnings won’t last the 
week.
Bridget pushes the papers forward to POV.
MATCH CUT TO:
DAY 4
INT./EXT. TRACK SUPERVISOR’S BOX - DAWN77 77
Papers and a daylog lay on MICK’S desk.
Horses and riders work the track in the early mist of dawn.
The Track Work Supervisor MICK monitors activities.
A pair of riders exit the track past MICK’S tower.
MICK
Natural dialogue here.
RIDERS
Natural dialogue here.
Bridget enters the track past MICK’S tower.
BRIDGET
Natural dialogue here.
MICK
Natural dialogue here.
40.
MICK makes entries in his daylog, sips his coffee and flips 
through a magazine.
Bridget works a horse lightly as Leonie pulls up along 
side.
LEONIE
Hi Bridge, you’re going easy this 
morning. You ok?
BRIDGET
Yeah. Just have a lot on my mind.
LEONIE
Come on, let’s put these guys 
away and take a break.
With the slightest of coaxing her horse jumps into a gallop 
and Bridget follows.
INT. STABLE - DAY78 78
Leonie helps Bridget to untack her horse as they chat.
LEONIE
So what. You’re behind on the 
bills a little, that’s no 
different then everyone else 
around here. Hell, it would be 
unaustralian to pay everything on 
time.
BRIDGET
No, I mean we’re really behind. 
I’d need a thirty thousand just 
to catchup this month.
LEONIE
Yeah, that’s a bit more than I’ve 
got in my sock drawer.
BRIDGET
Yeah? One step forward, two steps 
back.
Bridget fills the feed bucket and exits the stall.
LEONIE
As if you didn’t have enough crap 
to worry about.
BRIDGET
So much for the Tanner empire. 
You think I can get some work if 
we sold up.
41.
LEONIE
Seriously?!
BRIDGET
What else can I do? I can’t train 
and I’m not stupid, I know they 
won’t just give me a license.
LEONIE
But you love it, and these horses 
are everything to you. Ok, I know 
there are early mornings and long 
days... and you can pretty much 
write off the weekends, but this 
is your life we’re talkin’ about. 
Surely there is someone who could 
front for you, while you do the 
hard yards.
BRIDGET
How? I can’t even pay Jodie right 
now.
Bridget hangs the tack as though it is the last time, and 
frames it up perfectly on the wall.
BRIDGET (CONT’D)
I have to sell, there’s no other 
choice.
Short of breath, Jodie bursts through the door of the 
tackroom.
JODIE
Where you been, I’ve bin lookin’ 
all over for ya. Bud needs to see 
you right away!
LEONIE
You raised in barn, girl?
JODIE
Actually... I may have been.
Jodie drop the hose while its running, and latches onto 
Bridget’s wrist.
JODIE (CONT’D)
Com’on lets go!
She bolts out the door.
Bridget struggling to trail.
The girls haphazardly run through the paddocks.
42.
EXT. BUD’S HOUSE - DAY79 79
Short of breath, the girls hammer at the front door.
INT. BUD’S HOUSE HALLWAY - DAY80 80
Bud works his way to the door.
BUD
Alright, alright, alright 
already!
Bud turns the knob and the girls pour in.
BUD (CONT’D)
I may be old, but I’m not deaf.
JODIE
You said it was urgent.
Jodie barges past him into the kitchen as they follow.
INT. BUD’S HOUSE KITCHEN - DAY81 81
BUD
I said it was important, not a 
raging fire.
Jodie heads straight to the sink and drinks from the 
faucet.
BRIDGET
Jodie!
BUD
You’d think she was raised in a 
barn.
BRIDGET
Funny that.
Jodie wipes her mouth with the back of her hand.
JODIE
So...?
BUD
Have a seat girls.
The girls settle at the kitchen table.
BUD (CONT’D)
Would you like something to 
drink?
43.
Bridget stare's at Jodie.
JODIE
What?
BRIDGET
(to Bud)
No thank you.
Bud uproots a cup from the dish rack, drops in a tea bag 
and fills it from the whistling kettle.
BUD
I’m gettin’ too old for this.
The teaspoon rattles in his cup as he trails off in volume.
BUD (CONT’D)
I spoke to the Racing Commission.
The silence drags uncomfortably as he leisurely slurps his 
tea, then the pause lengthens beyond Jodie’s patience.
JODIE
AND?!
BUD
And they’ve agreed to grant 
Bridget a temporary license, 
under supervision.
Jodie is elated, hugging Bud while he sips his tea.
BUD (CONT’D)
As an apprentice though.
INT. PUB - NIGHT82 82
Inside the local Pub, the celebration continues with all 
the crew.
Spirits are high and the festive mood runs into the wee 
hours of the morning.
Leonie arrives at the table with a tray of drinks.
LEONIE
I hope I got this right?
JAMIE
Five Cougars please.
LEONIE
Oh, shut up.
She places the drinks around and makes a toast.
44.
LEONIE (CONT’D)
Here’s to Bridget... the best 
damn trainee trainer on the 
track.
The group throws in a Here here and toast the glasses.
BUD
Alright, this is my last one, 
then its time for bed.
JODIE
Com’on pop, you’d think you’re 
retired or something.
BUD
That’s a big statement for 
someone who shouldn’t even be 
served.
JODIE
I’m a big girl now.
BUD
Yes.. A little too big for your 
britches I’d say.
LEONIE
Don’t worry Bud, I’ll take her 
under my wing.
BUD
Brilliant. Why doesn’t that fill 
me with confidence?
Bridget taps her glass to gain everyone’s attention.
BRIDGET
I really want to thank all of you 
for your help, and especially Bud 
for that amazing surprise today.
BUD
You’re quite welcome, but you 
know, its still going to be hard 
work.
BRIDGET
I know, but thanks.
Bud stands his creaking bones.
BUD
Ok. That’s it for me, good night 
all.
As he departs Michael arrives with a platter of munchies.
45.
MICHAEL
Beep beep!
JODIE
Where’d ya get that? I asked 
hours ago and they told me the 
kitchen was closed for the night.
MICHAEL
Really now, that's the most 
nonsensical thing I have heard 
from you all night. It may have 
escaped your notice, my dear, but 
I am no ordinary man.
They all chow down and drink up.
EXT. PUB PARKING LOT - NIGHT83 83
Two guys SHYLOCK and RONNIE stand in the shadows.
SHYLOCK
I told you to give him some time.
RONNIE
He was never gonna raise it.
SHYLOCK
That’s not the point, and you 
don’t know that.
RONNIE
So what. They gotta know we mean 
business.
SHYLOCK
That’s exactly the my point. Its 
business, how do we do business 
with a dead man hunh! How we 
gonna collect now, from a couple 
of kids? No forward thought mate, 
no forward thought.
Michael exits the Pub with Leonie on his shoulder. The 
girls follow up with a wobble.
Bridget and Jodie head toward her car at the rear of the 
lot.
BRIDGET
(to Michael and Leonie)
See ya tomorrow.
JODIE
Good luck with that?
46.
The lot is perfectly silent now, as the single light 
flickers.
As Jodie retrieves the keys from her purse, they drop to 
the ground.
Both girls reach down for them, and as the straighten, 
RONNIE and the SHYLOCK appear next to them.
SHYLOCK
We want the money Henry owes us.
Riddled with fear, the girls say nothing.
Ronnie reaches out and removes Jodie’s keys from her hand, 
and carves into the bonnet paint the amount due. $167,000
RONNIE
I’ll be in touch.
EXT. WOODS - NIGHT84 84
Under the cover of dark, an unidentifiable man MATT wearing 
a collar-up jacket and ball cap carefully removes a 
telephoto lens from its bag and attaches it to a DSLR.
He positions himself, and sets the bag aside.
The long lens discreetly peers through the treeline.
A LENS VIEW sweeps the area. Nothing.
He extracts a sandwich wrapped in paper from a lunchbox.
Half of it drops on the ground, he dusts it off, then eats.
He opens a thermos pouring steaming coffee into the cap.
He lays back and settles in for a wait.
EXT. ROADSIDE RESTSTOP - NIGHT85 85
Trucks muscle down the highway in the dark of night.
A row of trucks are vacant and waiting.
One semi-trailer idles while a dim light glows in the cab.
INT./EXT. TRUCK CAB - NIGHT86 86
The driver is counting a wad of cash in an envelope.
The passenger side door of the cab opens abruptly.
47.
A Wiseguy named LEROY climbs in.
LEROY
What gives? You said you’d be 
here at 4:30.
Leroy opens a duffle bag at his feet.
TRUCK DRIVER 2
I’m sure I said 5:30.
He counts the bundles of cash in a black bag.
LEROY
We been sittin’ here for over an 
hour.
TRUCK DRIVER 2
You musta’ not heard me.
LEROY
Oh, I heard you, I heard you say 
4:30.
He continues to count bundles without looking up.
TRUCK DRIVER 2
Its all there.
LEROY
Why wouldn’t it be?
TRUCK DRIVER 2
We right?
Leroy zips the bag and exits the cab.
LEROY
I hope so. I’ll do this later, I 
can’t be late for my next pickup.
EXT. ROADSIDE RESTSTOP - NIGHT87 87
Leroy crosses in front of the cab towards a 4x4 and float.
TRUCK DRIVER 2
Hey.
The truck driver flings an envelope to Leroy.
TRUCK DRIVER 2 (CONT’D)
Ya got sompin’ for me misses.
Leroy flips through the bills then tosses a can of tomatoes 
up the cab window.
48.
The airbrakes vent, the transmission grinds and the truck 
grunts up the entry ramp into highway traffic.
FADE TO:
EXT. PADDOCK - SHED - DAWN88 88
BLACK. A car door slams waking our man in the woods.
The LENS VIEW pans the area, and captures an Prado with 
horse float backed up to a shed.
Two Wiseguys begin loading the horse float.
The camera pulls focus before the shutter rapidly chatters 
with a high-speed frame rate.
DAY 5
EXT. SHED - DAWN89 89
The men load a stack of boxes into the back of the horse 
trailer.
ANTONIO balances several boxes labelled as San Marzano 
tomatoes. The top box slips off and splits open when it 
hits the ground inviting comment from his mate.
LEROY
They fired their last produce guy 
you know.
He feebly attempts to return the box to its original state.
ANTONIO
What do you mean? Fired.
LEROY
He crossed over to the other 
side.
The box will never be the same.
ANTONIO
To the Cabraise family?
LEROY
Naw, cap in hand down the tunnel 
of white light.
ANTONIO
Get outta here! Cause he dropped 
box?
49.
LEROY
No. Apparently he got pinched and 
joined the program.
ANTONIO
That don’t make any sense. What 
would the Fed’s want with that 
dipshit. He don’t know anything, 
he just made deliveries.
LEROY
Yeah, well, I heard the cheese 
eatin’ greaseball was crackin’ 
onto Manny’s wife as part of his 
weekly route.
ANTONIO
Aaaawww man, where's the trust.
They continue loading the trailer.
LEROY
(Manny Ribera’s accent)
Hey Tony we gotta unload a boat, 
grass, twenty five tons, that's 
what we gotta do. You get five 
hundred each.
ANTONIO
(Tony Montana accent)
You gotta be kidding? Whaddayou 
think we are, baggage handlers?
He wipes his hands on his coveralls, with a cheeky smile.
ANTONIO (CONT’D)
(Tony Montana accent)
Five hundred dollars. Shit. 
What’d I do for you guys in the 
slammer, hunh? What was the 
Rebenga hit, games of dominos or 
somethin’? You’re talkin’ to 
important guys here.
EXT. WOODS - MORNING90 90
From a LENS VIEW the camera shutter chatters again.
A silent buzz tone of an iPhone interrupts the cameraman’s 
activities.
He pauses to check the message.
He retreats rapidly into the trees, but forgets to take the 
lens bag.
50.
The cameraman loads his gear into a vehicle.
EXT. TRACKSIDE - DAY91 91
Horses exit a road underpass tunnel. Others coast past the 
Track Supervisor’s Box.
Jamie hot-shoes a horse, and discovers a syringe needle 
wedged in the collateral groove of a hoof he tends to.
JAMIE
Hmmh?
Several horses work through the morning routine.
EXT. RACE TRACK - DAY92 92
Horses pace the track.
One horse sprints out with speed.
INT. CHANGE ROOM - DAY93 93
Glen loiters cheerfully with two other jockeys.
One jockey MOSS answers his phone.
MOSS
What!
He turns away slightly.
MOSS (CONT’D)
I heard you this morning.
He glances at Glen.
MOSS (CONT’D)
I know, but its not that easy.
Beat.
MOSS (CONT’D)
Look. I’ll pay you , when I pay 
you.
Beat.
MOSS (CONT’D)
I’ll think about it. I said I’d 
think about it!
He hangs up abruptly, and turns to Glen.
51.
MOSS (CONT’D)
For Christ sakes! Do all these 
people think we can just throw a 
race without notice?
GLEN
Hey, keep it down.
MOSS
As if I can simply pull the 
outcome outta my ass.
GLEN
Are you on crack or somethin’? 
That’s not a conversation you 
wanna’ broadcast around here.
MOSS
I don’t give a rats ass who 
hears.
GLEN
Mate!
MOSS
Screw you, and screw them. They 
can get some other lackey to kiss 
their oily Wog ass.
EXT. GRANDSTAND - DAY94 94
Leonie sips a coffee in the grandstand while marking up a 
racing form. She glances up occasionally checking the 
horses as they breeze.
She tracks the sprinter with binoculars as it hugs the rail 
in the foreground.
LEONIE
Alright ya little tart, lets see 
whatcha got.
Beyond, the binoculars catch a trainer approaching a car 
arriving at the training entrance.
LEONIE (CONT’D)
And whatta we got here?
An arm extends from the window exchanging drug ampules for 
cash.
LEONIE (CONT’D)
(mocking in low a voice)
You got the stuff?...You got the 
money?
52.
The head tilts forward and the binoculars catch Matt’s face 
in the side mirror.
LEONIE (CONT’D)
Jesus!
EXT. REGIONAL TOWN CBD - DAY95 95
Bridget and Jodie stroll down the sidewalk intermittently 
window shopping.
JODIE
Blah.
BRIDGET
Blah, blah.
JODIE
Blah, blah, blah!
BRIDGET
You crack me up.
JODIE
Jesus, do I ever stop talking.
They enter a clothing store.
INT. CLOTHING STORE - DAY96 96
They cruise down the isles and Jodie selects a top and 
drapes it up on her chest for an opinion.
JODIE
Doesn’t this--
BRIDGET
No.
JODIE
Oh c’mon you didn’t even let me 
finish.
BRIDGET
The answer won’t be any different 
once you’ve squeezed on that 
barbiedoll top.
JODIE
Fine!
Jodie moves down the rack and yanks another top out.
JODIE (CONT’D)
How ’bout this one?
53.
Preoccupied, Bridget glances back at the doorway.
JODIE (CONT’D)
Don’t worry so much. Seriously, 
you’ve been watching way to many 
movies. Those guys are all talk 
no action.
BRIDGET
What?!
Jodie grabs another off the rack.
JODIE
All talk, no action. This one?
BRIDGET
You know we really don’t have 
time for this, can we do this 
later.
JODIE
It’ll only take a minute.
Bridget, impatient, eyes over at Jodie in disbelief.
BRIDGET
A Jodie minute?
JODIE
Go! I'll catchup.
Bridget turns away and heads out onto the sidewalk.
She gazes left, checking each face thoroughly, then right, 
scanning for any discrepancy to normal, then resumes a 
brisk pace down the sidewalk.
EXT. TURF CLUB PARKING - DAY97 97
From the car window Matt tilts forward to scan the area.
A horse and jockey pass at a distance.
INT. MATT’S CAR - DAY98 98
Matt peels a mandarin and pops slice in his mouth.
The trainer at the window anticipates more drugs.
Matt’s iPhone receives a txt.
He hands a fist full of peelings to the trainer.
54.
TRAINER 1
Is that all?
MATT
That’s it.
Matt brushes his hands out the window.
MATT (CONT’D)
So make it last.
He powers up the window, and notes the txt is from Jamie.
INT. CLOTHING STORE - DAY99 99
Jodie approaches the cash register. A male clerk unpacks a 
box of goods with his back turned to her.
She removes the hanger and drapes the garment on the 
counter while she opens her wallet to remove some notes.
As she grasps the notes, the wallet slips from her grip and 
drops to the floor spilling its contents. She places two 
$20 bills on the counter then bends to retrieve the rest.
FEMALE CLERK (O.S.)
Good choice, I love this top. I 
have one myself.
The cash register rings up the sale as Jodie collects the 
her cards and other items.
EXT. CLOTHING STORE - DAY100 100
Jodie scans the street in all directions, and notices a 
rolled cigarette butt just outside the doorway.
She scans again quickly, then steps back in the doorway.
JODIE
(to herself)
They’re all talk. They’re all 
talk?
Jodie hustles out the door.
EXT. GRANDSTAND - DAY101 101
An exhausted Jamie joins Leonie in the grandstand.
LEONIE
Big night?
55.
JAMIE
You could say that...followed by 
a bigger morning that’s suckin’ 
the life outta me.
LEONIE
Quit complaining! You know what 
they tell you: don't do the crime 
if you can't do the time!
Matt arrives and lifts the racing form off the seat.
LEONIE (CONT’D)
Speakin’ of crime.
Matt circles a horse on the form and hands it to Leonie.
MATT
You sound like a seventies 
episode of Baretta. Since when 
were you deputized?
Leonie inspects his pick.
LEONIE
Really! Simbu in the seventh? 
C'mon, that nag couldn't go a 
mile in the back of a truck.
Jamie hands a bagged needle to Matt.
MATT
Whatta you want me to do with 
this?
JAMIE
I found it.
MATT
And you couldn’t throw it out 
yourself.
JAMIE
I found it wedged in the hoof on 
the last horse I shoed.
Matt pays attention now.
MATT
Stepped on it?
JAMIE
Not likely. It didn’t appear that 
way.
MATT
That’s odd.
56.
He studies it closely.
INT. BANK RECEPTION - DAY102 102
Bridget is rummaging through her purse as the Bank Manager 
JEFF approaches.
JEFF
Miss Tanner.
BRIDGET
Ha! That’s funny JEFF, I’ve never 
heard you say that before.
JEFF
C’mon in and have a seat.
The Bank Manager (Jeff) and Bridget move into his office.
INT. BANK OFFICE - DAY103 103
Seated at Jeff’s desk.
BRIDGET
Thanks for seeing me in such 
short notice.
JEFF
No worries, I was planning to 
call you anyway. We need to 
discuss your father’s 
arrangements with the bank. You 
do know, there’s a substantial 
credit line and blanket mortgage 
over the property.
BRIDGET
I’ve been trying to sort the 
finances of the business and 
realize that Dad owed a bit of 
money.
JEFF
He certainly did.
BRIDGET
Apparently there was another 
arrangement he fell behind on, 
and I’m hoping you can help out 
with a short term loan to sort it 
out.
Jeff leans back as he delivers the news.
57.
JEFF
Actually Bridget, Henry was 
several months behind on the 
mortgage, and stretched the 
credit line well past his limit. 
Borrowing more is out of the 
question. In fact, I’d expect the 
a mortgagee auction if the 
arrears aren't sorted quick 
smart.
A silence pervades the office.
BRIDGET
Hmmh.
Beat.
JEFF
I’m sorry to have to be the one 
to tell you, but Henry stretched 
our friendship a long way, and 
the bank simply can’t carry that 
exposure. Besides, they’ve 
transferred the account to 
collections. I don’t even have a 
say anymore.
BRIDGET
I understand.
JEFF
Is there any way you can raise 
some money or paydown the line a 
bit?
BRIDGET
Nope. Not really.
JEFF
Do what you can, and I’ll see if 
I can slow the process a little.
Jeff lifts out of his chair to open the door.
JEFF (CONT’D)
Have a chat with your accountant 
or you might consider getting 
some advice from a solicitor. 
Bill Benton is a good fella, I 
can give him a call for you if 
you like?
Consoling Bridget Jeff escorts her from the office.
58.
BRIDGET
Sure. Thanks Jeff, say hi to 
Molly for me.
JEFF
I’ll do what I can, it’ll all 
work out somehow.
EXT. BANK - DAY104 104
Jodie grabs Bridget by the arm as she exits the bank.
JODIE
Run!!
Bridget spots a man closing in on them...or not?
The girls veer into an alleyway.
EXT. ALLEYWAY - DAY105 105
They sprint past rubbish bins taking cover in a small gap 
between buildings.
BRIDGET
What the hell! Jodie--
JODIE
Are they following us?
BRIDGET
Who?
JODIE
The Mob.
BRIDGET
For godsakes Jodie, there’s no 
one following us. What’s gotten 
into you!
As Bridget motions forward to step, Jodie grabs her arm.
A man runs past and stops, having lost them. He abandons 
his pursuit and as he turns about-face they are square in 
his view.
Hand behind his back he moves in close, then whips his hand 
forward taking aim at Jodie’s face... with an EFPOS card.
STORE CLERK
Here. You left this in the store.
Bridget snatches it from his hand.
59.
BRIDGET
(angry)
You could have posted it to her, 
instead of running us down like a 
rabid dog.
STORE CLERK
(sneering sarcastically)
You’re welcome?
The clerk abruptly departs as the girls eye each other and 
giggle.
INT./EXT. RONNIE’S CAR - DAY106 106
RONNIE watches Jodie from his car as they leave the alley. 
He flicks a butt out the window.
INT./EXT. MERCEDES - DAY107 107
Williams is seated in the back seat of a Mercedes-Benz.
WILLIAMS
It should be a pressure cooker by 
now.
SHYLOCK
They gotta be feeling the heat.
WILLIAMS
What about the bank?
SHYLOCK
They kicked it upstairs and 
they’re moving on collection.
Shylock eyes Williams in the rearview.
SHYLOCK (CONT’D)
You want me to put a real estate 
agent on it?
Williams considers his next move.
WILLIAMS
Find an agent we can trust.
SHYLOCK
A local one?
WILLIAMS
No. Get someone from out of town, 
small enough to keep it quiet.
60.
SHYLOCK
Sure.
WILLIAMS
Use our solicitor, and run it 
through the shell company, I 
don’t want it coming back to us.
Williams palms a wad of cash to the chauffeur.
WILLIAMS (CONT’D)
Make sure the broker’s in the 
loop.
SHYLOCK
Ok.
Beat.
WILLIAMS
We clear!?
SHYLOCK
Crystal.
Williams pulls the racing forum out of the newspaper.
WILLIAMS
Did you organize today’s 
handicap?
SHYLOCK
I put RONNIE on it this morning.
WILLIAMS
You couldn’t find anyone else?
SHYLOCK
The other guys where busy and I 
figured you wanted to send a 
message.
WILLIAMS
(Disappointed)
A message. Not the Black plague.
Beat.
WILLIAMS (CONT’D)
You know what happened last time.
Williams snaps the forum up in front of his face.
MATCH CUT TO:
61.
EXT. RACE TRACK - DAY108 108
A spectator lowers a racing forum exposing Moss and Glen.
Moss and Glen mount their rides.
They trot along the rail.
GLEN
Another boat race.
MOSS
First decent ride I’ve had in 
months, and I’m s’pose to frolic 
through the daisies while you 
drink the champagne.
GLEN
(grinning)
Bellis your anus.
MOSS
What?
GLEN
Bellis perennis.
MOSS
Awe screw it. I didn’t become a 
jockey for this.
Horses load into the barrier.
The barrier smashes open.
The pack lunges forward.
Horses hammer down the track.
INT. DESIGNER STORE - DAY109 109
Michael appears from around a corner scouting for the store 
clerk.
He spots the male clerk and approaches snapping his fingers 
for immediate attention.
MICHAEL
Ah, Messier.
MALE CLERK
Yes.
62.
MICHAEL
This shirt is not a proper size 
at all. It should snug here, and 
up here.
Michael hands the garments to the clerk.
MICHAEL (CONT’D)
These will all have to be done 
over immediately.
Michael moves to the mirror as the clerk follows 
attentively.
Lou pears covertly through a clothing rack.
MICHAEL (CONT’D)
Where are my ties?
Michael moves up to the mirror and straighten the collar of 
a new shirt.
MICHAEL (CONT’D)
It isn’t, is it.
He turns to see a large burley man at the suit rack holding 
a jacket up for inspection.
MICHAEL (CONT’D)
Louis?
The man obscures himself more with the jacket.
Michael trying to place him, intent on remembering.
MICHAEL (CONT’D)
Louis?? Louis??
Lou can’t avoid answering now.
LOU
Michael?
MICHAEL
Wow, its good to see you.
LOU
What a surprise.
MICHAEL
Well I must say you’re looking 
well.
LOU
I see you haven’t changed a bit.
63.
MICHAEL
Quite.
The clerk arrives and hands him the ties.
LOU
You surprise me Michael, what are 
you doing here?
MICHAEL
I don’t mind telling you that I’m 
back in town for a stint.
Michael inspects each tie and hands them back one at a 
time.
MICHAEL (CONT’D)
And what of you?
LOU
Working security here and there.
MICHAEL
Surely you’re not considering 
that.
LOU
Actually, no.
Lou searches the pocket and hands Michael a business card.
LOU (CONT’D)
I’ve got to run now, but lets 
catch up tomorrow for coffee.
He hands the other jacket to the clerk, and departs.
EXT. TRAIN YARD - DAY110 110
Vacant locomotives stand idle near the turn table.
The Roundhouse silence is broken when a crowbar drops.
The camera travels down the gap between trains where 
Williams and Shylock board a Heavyhaul engine.
INT. TRAIN ENGINE PASSAGE - DAY111 111
As they navigate the dark passage they front Leroy.
SHYLOCK
You alone?
LEROY
Do ya see anyone else.
64.
SHYLOCK
Ya got it?
Leroy tosses 2 black duffle bags forward. Shylock opens 
them to see the cash.
LEROY
Two point five mill.
Leroy sets a paper shopping bag next to the duffle bags.
WILLIAMS
You’re a little light aren't ya?
LEROY
Yeah, I wanna talk to you about 
that.
WILLIAMS
Where’s the rest of it?
LEROY
That’s all I could gather on 
short notice.
SHYLOCK
Christ if you can’t even cover 
the down, how you plan on making 
the rest.
WILLIAMS
You’re not givin’ me much 
confidence here Leroy.
LEROY
I’ll have the rest soon.
SHYLOCK
Yur damn right you will!
LEROY
Today. This afternoon. I’ll have 
the rest.
Shylock grabs the duffles.
WILLIAMS
The products here. Bring the 
down, then we’ll talk about the 
balance.
Williams grabs his neck.
EXT. TURF CLUB PASSAGE - DAY112 112
Glen and other jockeys mingle retracing Moss’s win.
65.
Moss tops his mates paper cups.
A small man RONNIE approaches the group.
RONNIE
Which one of you is Moss?
Looking over at some other girl loading a horse into a 
float.
MOSS
The skinny blonde with the cute 
little ass.
They bursts into laughter as Moss guzzles the remaining 
champagne before tossing the bottle onto the grass.
RONNIE
(not amused)
Funny man eh!
MOSS
What’s yur problem?
RONNIE
You wanna know what my problems 
is.
MOSS
No. Not really. It was a 
rhetorical question.
RONNIE
I got a message from a friend of 
yurs.
MOSS
Oh. Well, that explains all.
Ronnie pulls out a semi-auto pistol and shoots Moss in the 
leg.
The group is shocked and lurch forward to help.
RONNIE
Stay! Stay away from him.
Moss is on the ground holding his bleeding knee and looking 
up as the gunman moves forward overtop of him. The gunman 
snaps out an Expandable Baton and whips Moss in rhythm with 
the dialogue
MOSS
What?
66.
RONNIE
Shocking isn't it, that's just 
how we all felt when we saw that 
horse of yours cross the finish 
line. You should have done what 
you were told and thrown the 
race. It's not that hard really, 
could have gone wide, it wasn't 
the best starting position. Or 
bunched up in the pack, they were 
like sardines out there. Hell, 
you could have simply fallen off 
right out of the gates. Now I'm 
afraid you won't even place.
On the final deliberate blow we cut to black.
EXT. STABLE - DAY113 113
Black. Matt opens the boot of his car. He tosses a package 
into the boot. Bridget approaches from behind, but does not 
notice what was thrown in. He slams the boot closed.
MATT
Buenos dias bonita.
Bridget stops and responds with a forced smile.
BRIDGET
Cómo estás?
Distant and distracted she gazes past Matt.
MATT
Hey, you ok?
BRIDGET
Yeah, its just been a hectic 
morning.
Matt gives her a hug.
MATT
C’mon I’ll treat you to nice 
creamy latte. Nothing like a good 
shot of caffeine to get that 
heart pumpin’.
BRIDGET
Oh, thanks. Just what I need?
INT./EXT. MATT’S CAR - DAY114 114
Matt movers the clutter from the passenger seat.
67.
Then scours the car while attempting to drive.
MATT
(under his breath)
Bugger!
The car swerves slightly.
MATT (CONT’D)
Hey would you mind if we made a 
quick stop on the way.
BRIDGET
Sure, no problem. You forget your 
wallet?
MATT
Nah. Just have to grab a bag I 
left about.
EXT. WOODS - DAY115 115
Matt and Bridget weave their way through the trees.
Bridget takes the lead.
They head towards an open paddock.
EXT. OPEN PADDOCK - DAY116 116
Matt reaches out to take Bridget’s hand.
They continue hand in hand.
They gaze cheerfully at each other.
Matt spots a cigarette butt smoldering in the grass.
BRIDGET
Well that’s irresponsible.
Matt’s head spins into surveillance mode.
BRIDGET (CONT’D)
Don’t people know how most fires 
get started?
Bridget’s foot twists out the cigarette butt.
BRIDGET (CONT’D)
Is that your bag?
Matt turns to view a camouflage backpack, as a gunshot 
rings out.
68.
Matt grabs Bridget and yanks her off her feet.
They run for cover at a nearby rock face.
EXT. OLD COTTAGE - DAY117 117
Matt throws her back behind the cottage.
A second bullet reports and splinters above their shoulder.
BRIDGET
Matt?
Matt pulls a pistol from under his jacket.
He cocks it.
BRIDGET (CONT’D)
You have a gun?
Matt shushes Bridget, and cautiously peers around the 
corner to pinpoint the shooter.
Simultaneously, a third round shatters the surface above.
Matt springs back, then slinks back to the other side, 
hugging the wall.
He works his way around, flanking the rifleman.
He fires several shots in rapid succession.
The rifleman tilts to one side, and falls to the ground.
Matt approaches with caution, then drops to his knees 
jamming the pistol into the rifleman’s skull.
Bridget follows, frightened.
Matt rolls him over.
Bridget is stunned, as Matt checks his pulse.
Matt pats him down, and searches for weapons.
Bridget is in shock as Matt administers CPR.
MATT
Go call triple zero.
Matt turns to Bridget.
MATT (CONT’D)
Bridget!! Go call the police.
Snapping out of it, Bridget stumbles forward into a jog.
69.
Matt watches her depart while he continues mediocre CPR.
Matt stands, then hauls back and kicks the dead body.
INT./EXT. SEDAN - DAY118 118
In a parked car, a man notices Bridget scrambling through 
the woods.
He watches as she disappears from sight.
Stepping from the car, he chambers a round in a silenced 
pistol.
Leaving the door open, he shuffles around it for a better 
vantage point.
He scans the woods and listens. Nothing.
INT. BUD’S HOUSE KITCHEN - DAY119 119
Bud serves Bridget a cuppa.
She tips in some sugar and spills most of it off the 
teaspoon.
She attempts to clean it up.
BUD
Just relax, you have enough to 
worry about. I’m sure there’s 
some explanation for it all.
BRIDGET
He shot the guy right in front of 
me. Why? Why would he do that?
BUD
Well...he was shooting at you.
BRIDGET
Yes, but why would Matt have a 
gun?
BUD
I’d say you’re pretty fortunate 
that he did.
Bud slides a plate of biscuits across the table.
BUD (CONT’D)
Look, lets put that aside for the 
moment, and think about what we 
need do to keep the bank at bay.
70.
Bud flips open a tattered auction brochure.
BUD (CONT’D)
I’ve been checking the bloodstock 
prices, and the west coast sale 
starts tomorrow. There’s a good 
chance you’d be able to raise 
enough with one or two horses.
Bridget’s empty gaze is fixated on the sugar bowl.
Bridget’s empty gaze dissolves into the window.
INT. POLICE STATION - DAY120 120
Through the window of an interview room Matt is seated 
across from a suited investigator GANNON.
Muffled conversation is faintly heard through the glass.
Another investigator FRIDAY walks about, and he is not 
happy!
The door opens and FRIDAY leaves.
INT. BUD’S HOUSE KITCHEN - DAY121 121
Bud reaches across the table to clasp her hand.
BUD
Bridget, it’ll be fine, a couple 
of horses won’t make any 
difference, just a few less 
mouths to feed. One good sale 
could sort the arrears and leave 
you with some operating cash.
BRIDGET
I guess.
BUD
Two horses, that’s it.
BRIDGET
But how do I choose? I can’t 
choose.
BUD
Leave that to me. I’ll pick two 
that won’t be missed.
BRIDGET
Not Cole?
71.
BUD
No. Not Cole.
INT. INTERVIEW ROOM - DAY122 122
Passing through the glass window.
Matt passively listens to the suit in the room.
MATT
...how would I know! I've never 
seen the guy before.
The investigator stands.
OFFICER GANNON
Ya know, if it was me. I’d be 
little concerned right now.
MATT
Do ya see me kicking back with a 
cold one?
OFFICER GANNON
Why not run the other way?
MATT
I wasn’t playing Chess. Not a 
lotta time to consider my next 
move.
The investigator shuffles past the coffee urn.
He props his shoe up on a chair then uses the tea towel to 
polish it.
He tosses the tea towel back by the urn.
Leaning on the wall, he unwraps a piece of gum.
OFFICER GANNON
Christ man, what possessed you to 
bring her along?
MATT
It wasn’t like that. I was just 
picking up a bag I left earlier.
The investigator fills a polystyrene cup from the coffee 
urn.
The door opens and the second investigator returns slamming 
the door behind him.
72.
DETECTIVE FRIDAY
Shit! You really screwed the 
pooch on this one.
He walks about agitated.
DETECTIVE FRIDAY (CONT’D)
Ok! Here’s how its gonna go. You 
are going to tell me what you 
saw. You’re gonna tell me what 
exactly went on out there. And 
you’re gonna tell me what in gods 
green earth you were doing there 
with a suspect from another 
murder investigation.
MATT
The shooter?
DETECTIVE FRIDAY
The girl!
GANNON places the white cup of Java in front of Matt.
MATT
Sugar?
The investigator stares at Matt.
OFFICER GANNON
I not yur Barista.
MATT
Look, I’m telling ya, the guy 
came out of nowhere. What was I 
supposed to do.
Friday is holding back a dam of fury.
DETECTIVE FRIDAY
Well for starters, ya could used 
the subtle art of negotiation.
MATT
Maybe I could of talked to him? 
Maybe could of made off the other 
way? Maybe--
DETECTIVE FRIDAY
Maybe. Maybe. You can say maybe 
all goddamn day, but that doesn’t 
get rid of the stiff layin’ down 
in the morgue.
Gannon tosses a bowl of sugar packets on the table, then 
flicks a wooden stirstick straight into the cup.
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Matt looks up, dismissing his contempt as he reaches for 
the sugar sachets.
Matt systematically opens nearly every bag adding copious 
amounts of sugar to white coffee cup.
MATT
Did you search his bag?
DETECTIVE FRIDAY
That’s the least of your worries.
Matt stirs the cup, and balances the stirstick on the table 
before pushing the coffee away.
MATT
Christ! What a balls up.
OFFICER GANNON
Phuggg, you got that right.
MATT
So what now?
There is a tap on the window.
Detective Friday leaves the room.
Matt tilts the cup to inspect the brew.
Friday re-enters the room.
DETECTIVE FRIDAY
Alright. Get outta here. And 
don’t shoot anyone else today. In 
fact, don’t talk at anyone else, 
don’t even look at anyone else 
today, or you’ll be right back 
here with this black leather 
Oxford wedged straight up your 
ass.
EXT. ROADSIDE RESTSTOP - NIGHT123 123
Several trucks and trailers sit idle at the reststop.
The rear door of a semi-trailer close with a clang.
Leroy waves to the truck drivers, who’s arm acknowledges, 
as we hear the truck’s engine start.
The door of Leroy’s 4x4 opens, a bag of cash is thrown in.
DAY 6
74.
INT. DINER - DAY124 124
A waitress slides a big breakfast onto a table. Williams 
salts his eggs.
Matt plants himself down across from Williams.
The waitress returns to the booth with a latte.
WAITRESS
Something for you Sir?
MATT
Coffee. Black. Takeaway. Fast.
WILLIAMS
What’s the deal?
MATT
Its the third coffee I haven’t 
had this week.
WILLIAMS
Whatever.
Matt quickly scans the diner.
MATT
Look. Its just becoming too 
risky, someone’s bound to notice. 
They monitor everything, the 
compounds, the volumes, the 
frequency. Its all stacking up on 
a database somewhere.
WILLIAMS
Ahhh, quit worrying. You’re not 
even on the radar yet.
MATT
Tell that to Starsky & Hutch in 
the sedan across the street.
WILLIAMS
Don’t get all paranoid on me.
MATT
Its not paranoid, its cautious.
WILLIAMS
Don’t worry so much, I’m wired 
in. Relax.
Matt follows the waitress’s movements.
75.
WILLIAMS (CONT’D)
Get her to throw a couple Xanax 
in that coffee you ordered.
MATT
Yeah, well, I’m burning through 
Etorphine like its candy.
Matt pushes a package wedged in a newspaper across the 
table.
MATT (CONT’D)
Tell them not to muck around, 
this stuff is a thousand times 
more potent than morphine.
WILLIAMS
Don’t sweat it.
MATT
I’m not kidding, they’re 
watching.
WILLIAMS
I’d know if they were.
MATT
How?
The takeaway coffee is served.
WILLIAMS
I’d know.
Williams eats his eggs.
EXT. STABLE - DAY125 125
Bridget and FIONA load 2 horses into a float.
INT./EXT. FIONA’S CAR - DAY126 126
The girls organise themselves.
FIONA
You know kid...
Leonie rifles around in the armrest.
FIONA (CONT’D)
They’re gonna be fine.
Fiona finds an old lolly and holds it out to Bridget.
76.
Bridget reluctantly accepts the lolly. at the same instant 
her phone rings and interrupts the conversation.
BRIDGET
Jodie?
JODIE
Bridget.
BRIDGET
What now?
JODIE
Where are you?
BRIDGET
I’m on my way to the airport.
JODIE
You can’t leave now.
The moment lingers in silence, Bridget is exasperated.
INT. ROOM 613 - DAY127 127
Jodie is on the telephone and strangely distressed.
BRIDGET
Why?
JODIE
I know who killed your father.
Jodie scans the desktop in front of her.
BRIDGET
Jodie quit fooling around, this 
isn’t funny. What do ya want?
JODIE
I’m not kidding. I have the proof 
here, come to the Belmont.
BRIDGET
Look Jodie, I can’t. I’m late for 
my flight already. We’ll talk 
about it when I get back.
JODIE
No, no. You have to come Bridget. 
You have to. The Belmont Midtown, 
room 613.
The phone connection is broken.
77.
Pulling back, we see a man RONNIE with his finger on the 
phone cradle as he removes the receiver from her hands.
RONNIE
That’s half the problem solved, 
now go sit down.
INT. CAFE - DAY128 128
Michael and Lou enjoy coffee together.
MICHAEL
So what does a man in security 
need a suit for anyway?
LOU
Personal security, VIP’s and for 
those moments you have to blend 
in.
MICHAEL
Sounds a tad mysterious Mr Bond.
Michaels phone buzzes. He answers, switching it to speaker.
MICHAEL (CONT’D)
Hello.
BRIDGET
Michael!
MICHAEL
Bridget!
BRIDGET
I just spoke with Jodie, and 
she’s hatched some conspiracy 
theory about Dad’s death.
MICHAEL
The plot thickens.
BRIDGET
She’s in the city, can you pick 
her up.
MICHAEL
Now?
BRIDGET
Never mind, I’ll go myself.
MICHAEL
Ok, where is the little tart.
78.
BRIDGET
The Belmont Hotel. I’ll drop the 
horses first and meet you in the 
lobby.
INT. ROOM 613 - DAY129 129
Jodie is sobbing and while Ronnie surfs the channels.
A silenced gun lies next a can of tomatoes on the side 
table.
Jodie browses around the room, ending on the side table.
JODIE
I need to use the toilet.
The man ignores her.
She fidgets in the chair.
JODIE (CONT’D)
I’ll pee on the floor.
RONNIE
Leave the door open.
Jodie enters the washroom and eases the door half way 
closed.
Ronnie stares at the door, then returns to surfing 
channels.
INT. HOTEL WASHROOM - DAY130 130
Jodie searches for something, anything that will improve 
her odds.
She removes nail clippers from a toiletry bag and imitates 
a knife fight, before discarding them back in the bag.
She positions a bottle of cologne like mace, before the 
tiny puff of vapor makes her cough.
She rifles the sink cabinet.
EXT. AIRPORT BOUNDRY - DAY131 131
Bridget leans on the car as she makes a call.
A plane passes overhead.
The plane wheels touchdown with a puff of smoke.
79.
EXT. AIRPORT APRON - DAY132 132
A tug zooms past pulling a luggage train.
Horse containers are being raised to an airbus cargo door.
BOB bends forward and plugs one ear to answer his phone.
The noise drowns out virtually everything.
BOB
Yeah.
BRIDGET
Where...?
BOB
What!?
EXT. AIRPORT BOUNDRY - DAY133 133
BRIDGET
(raised voice)
Where do I go?
EXT. AIRPORT APRON - DAY134 134
Bob moves away from the plane.
BOB
Hold on.
In the background, horses are being loaded on an airbus.
BOB (CONT’D)
Freight terminal. Gate 4.
INT. HOTEL WASHROOM - DAY135 135
Jodie removes a wooden plunger handle from the cabinet and 
slaps it in the palm of her hand before turn round to the 
tub.
She yanks the shower curtain open.
JODIE
Huuh!
A bound body lies in the tub. The head is covered with glad 
wrap.
Jodie leans in to take a closer look.
80.
She pokes the body with a wooden handle.
MATCH CUT TO:
INT. PUB - DAY136 136
A pool cue breaking a fresh rack of balls.
Poker machines inhale patrons money.
A BOGAN sips a middy of draft while fixated on the monitors 
above the pub TAB. Leroy takes a seat and peeks in the bag.
LEROY
Is that it?
BOGAN
Yur?
LEROY
Mate, whatta ya sittin’ around 
for, get out and get the rest.
BOGAN
Yurrrr.
Leroy snaps the bag up and leaves.
LEROY
Distribution network. (Beat) 
You’re about as useful as a red 
light in GTA.
INT./EXT. TAXI - DAY137 137
A taxi pulls up to the hotel. Michael riffles his pockets 
for cab fare.
CABBIE
That’ll be $22.50
Lou leans into frame and passes the cash.
Michael opens the door.
INT. HOTEL LOBBY - DAY138 138
They enter through the rotating door.
Bridget rushes from the elevators towards Michael then 
stops abruptly.
BRIDGET
Michael?
81.
MICHAEL
Bridget, Lou. Lou, Bridget. Ok, 
where’s our little drama queen.
BRIDGET
613.
Bridget, timid and nervous, studies the man Michael brought 
along.
They enter the elevator and the doors close.
INT. ELEVATOR - DAY139 139
The uneasy silence is accompanied by elevator music.
BRIDGET
(Whispering)
Michael, that’s the guy.
MICHAEL
The guy?
BRIDGET
(Whispering)
The guy at the track.
Michael is confused.
MICHAEL
Hunh?
BRIDGET
The guy that punched Dad at the 
track.
Michael turns to Lou, as Lou looks at Michael.
The elevator door opens.
INT. PATHOLOGY LAB - DAY140 140
Matt collects the pathology reports for Henry Tanner.
MATT
You got something for Tanner?
The receptionist hands him an envelope.
INT. ROOM 613 - DAY141 141
There’s a knock at the door.
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RONNIE
Hey girly!
Jodie doesn’t answer.
The man moves to the bathroom and pushes the door open.
Jodie sits on the toilet.
JODIE
You mind.
RONNIE
Hurry up. Get the door.
He leaves the bathroom door open and returns to his seat.
Jodie emerges to answer the hotel room door.
Bridget, Michael enter, and Lou follows closely behind.
A pause lingers as they assess each other.
RONNIE (CONT’D)
(To Lou)
Off you go.
LOU
I’ll wait.
Lou coasts across the room to get a better view of the 
bathroom. He spots the body in the tub.
LOU (CONT’D)
That doesn’t seem like part of 
the job.
RONNIE
This is nonna’ yer’ business.
LOU
Well ya might think that, but 
you’d be wrong.
Stunned Ronnie can’t believe the brass on this guy.
RONNIE
Look mate, you ain’t sposedta be 
here.
Ronnie taps his gun against his thigh.
LOU
Guess I didn’t get the memo.
Lou sees the gun, but crosses to the telephone at the desk.
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RONNIE
Ok fella, hit the road before 
someone gets hurt.
Lou lifts the receiver to his ear and dials.
LOU
This doesn’t look like a plan I 
know of.
RONNIE
You deaf or sompin’.
LOU
Waddaya gonna do.
Ronnie looks on with disbelief.
RONNIE
Howbout for starters, I put a 
bullet in your head.
LOU
Surprise me.
Angry, he closes in with the gun raised.
RONNIE
Are you some sort of retard?
LOU
Calm down Ivan. There’s a vein 
popping out of your head. You’re 
gonna look pretty stupid when yer 
suckin on the end of my fist.
He pushes the silencer up to Lou’s head.
RONNIE
You must be David freakin’ 
Copperfield then.
Lou holds the receiver out.
LOU
Its for you.
He clocks the guy in the head with the telephone base.
The gun fires.
A fight scene occurs.
Lou inspects the hole in his trousers.
Michael passes a towel off the bed.
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Lou makes a tourniquet.
MICHAEL
Who is he?
JODIE
He said he whacked your Dad.
BRIDGET
Jesus Jodie.
JODIE
Well he did!
MICHAEL
Him?
LOU
He’s a bagman.
BRIDGET
A bagman?
LOU
Hired muscle.
Lou winces as he snugs the scarf.
LOU (CONT’D)
He probably did pull the trigger, 
but I think you’ll find that he 
was paid to do so.
Tourniquet complete, Lou wipes down the phone.
LOU (CONT’D)
Lets go, before we have to pay 
for the carpet.
They file out and Lou closes the door.
EXT. PRODUCE SHOP - DAY142 142
A pedestrian walks past a old school produce shop.
INT. PRODUCE SHOP - DAY143 143
The Shylock enters the shop to find an OLD GEEZER reading a 
newspaper.
The old guy nods towards the back office.
Carrying 2 duffles and the shopping bag, the Shylock heads 
towards the back of the shop.
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INT. HALLWAY - DAY144 144
The Shylock makes his way down the hallway to the back 
room.
INT. OFFICE - DAY145 145
Two guys count a mountain of money on the desk and pack it 
into duffle bags. The cash machine roars.
The locked doorknob ratchets but the door remains closed. 
They ready their guns.
A fist hammers the door.
SHYLOCK
Open up.
The CASH COUNTER behind the desk nods for COOKIE to get the 
door.
COOKIE
Yeah?
SHYLOCK
Its me.
With his pistol aimed he unlocks the door.
The Shylock enters.
COOKIE
What the hells wrong with you 
knocking on the door like the 
police. We could have shot you.
The Shylock smacks the pistol away. 
SHYLOCK
(to first man)
Ya, you could have done this in 
an hour too, but you’re still 
sitting here counting money.
Cookie moves back to his chair.
SHYLOCK (CONT’D)
(to cash counter)
Hurry up.
CASH COUNTER
Dropping off or picking up?
The Shylock exchanges his bags for duffles on the floor.
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SHYLOCK
How much in those bags?
CASH COUNTER
A mill’ each.
SHYLOCK
Leave the rest in the safe when 
you finish.
Cookie offers a cigarette them lights one himself. Shylock 
takes the newly packed duffle bags and leaves.
EXT. PRODUCE SHOP - DAY146 146
Shylock opens the boot of his car as his phone rings. He 
continues while he talks.
SHYLOCK
(to the phone)
Yep.
He throws a duffle into the trunk space.
SHYLOCK (CONT’D)
Yeah, I heard.
The second duffles covers a sledgehammer.
SHYLOCK (CONT’D)
That guys a loose cannon.
He rights a jerry can from its side position.
SHYLOCK (CONT’D)
I’ll have a word with him.
Shylock slams the boot closed.
INT. AUCTION BARN - DAY147 147
The main barn buzzes with activity as horses shuffle 
between the auction ring and stalls.
Buyers scribble in their auction guide.
The auctioneer is heard in the background.
INT. AUCTION ROOM - DAY148 148
This entire scene covers the length of the actual 
auctioneers VO.
An auctioneer rambles through the figures.
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The buyers take notes with their best poker face.
A horse prances across the stage.
Ropers zealously motion for their defacto bidders.
The price board rockets by thousands at a time.
Bob tries to call Bridget, and leaves a voicemail.
The auctioneer calls the 3rd and final bid.
The gavel falls with the sound a SLEDGEHAMMER.
INT. RONNIE’S HOUSE - DAY149 149
The front door blasts open swinging away as debris flies.
Shylock tromps up the hallway, sledgehammer in hand.
He nudges doors open with the hammer head inspecting rooms.
A bedroom door creaks open with the help of the 20lb’er.
INT. RONNIE’S BEDROOM - DAY150 150
A girl is hog-tied on a mattress that lies on the floor.
A scabby lazyboy holds RONNIE while he smokes a cigarette.
RONNIE’S swollen face is covered on one side with a bloody 
makeshift bandage. His speech is slurred.
Shylock takes stock of the situation.
SHYLOCK
Party’s over.
RONNIE
Can’t be over, it just got 
started. I haven’t had the meal 
yet.
SHYLOCK
Well you shoulda made a booking. 
Get dressed, this ones gonna be E 
and R.
RONNIE
Forget that!
SHYLOCK
Look asshole, I didn’t say it was 
optional.
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Ronnie ignores him and swigs a stubbie.
SHYLOCK (CONT’D)
Maybe you didn’t hear me dipshit.
The Shylock drags the sledgehammer across the floor and 
clobbers RONNIE in the head.
EXT. RONNIE’S HOUSE - DAY151 151
Shylock whips a dress through the back seat window of the 
Barina then places a jerry can in the boot and slams the 
lid.
CUT TO: BLACK
INT./EXT. ROAD (CAR) - NIGHT152 152
ON BLACK: The Tragically Hip - New Orleans Is Sinking 
plays. Follow on with dark flash forward montage.
SHYLOCK
Alright.
Reaching back the Shylock rips off girl’s blindfold, and 
from her POV we come OFF BLACK.
RONNIE moans in the passenger seat, Shylock punches his 
lights out again.
The car drives along a desolate road before turning up the 
lane of a sugar pine plantation.
Shylock removes the girl from the car. Unfolding a Black 
Ops tactical knife he cuts the cable ties restraining the 
girl. He spins her in the opposite direction. He draws his 
Python.
SHYLOCK (CONT’D)
Walk!
She does so, expecting a bullet in the back.
After a stretch she glances back. A flash of light in the 
car is accompanied by the sound of a .357 Magnum.
The girl bolts.
Shylock opens the boot and drenches RONNIE and the car with 
fuel draining the ruminants of the can as a ignition trail.
He pulls a Zippo from his pocket and torches the car.
DAY 7
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INT. FRIDAY’S CAR - DAY153 153
Down under the dash Detective Friday searches for 
something?
DETECTIVE FRIDAY
Hold on.
OFFICER GANNON (O.S.)
Friday?
DETECTIVE FRIDAY
Hold on!
Friday lifts his head to a POV of the road in front of a 
stately house.
OFFICER GANNON (O.S.)
So what’s happening?
Detective Friday clips his nails.
DETECTIVE FRIDAY
Besides nothing?
EXT. ROADSIDE - DAY154 154
Officer Gannon inspects a burnt out wreck.
Smoke lingers from the smoldering interior.
He chats to Friday on the phone.
OFFICER GANNON
I hate these barbecues jobs. 
Theres’ something about the smell 
of charred flesh that creeps me 
out. Its pointless anyway, we 
couldn’t lift anything off the 
car even if we wanted to. I can’t 
tell where the upholstery ends 
and the body starts.
DETECTIVE FRIDAY (O.S.)
Yeah, that scent is nauseating. 
The smell of burnt hair can cling 
to the nostrils for days. Still, 
its a step up from the bloated 
floaters. Think of those poor 
guys at the crematoriums cooking 
bodies one after the other. You’d 
never touch another Pork Roast in 
your life.
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OFFICER GANNON
What?
INT./EXT. FRIDAY’S CAR - DAY155 155
DETECTIVE FRIDAY 
Never mind. We got movement.
The Mercedes pulls up to the curb. Williams jumps in the 
rear seat. The Mercedes pulls away as Friday twists his 
ignition.
INT. WAREHOUSE - DAY156 156
Williams and Shylock wait.
SHYLOCK
What are we doing here?
WILLIAMS
Patience my man.
SHYLOCK
I felt funny about that guy right 
from the start. Just somethin’ 
about him that didn’t quite fit. 
Shoulda’ listened to myself. I 
never do that. Always say I will 
but never do. Just takin’ the 
easy road. Oh, he’ll be fine, 
don’t worry so much, but no gotta 
be some kinda homicidal maniac. I 
always knew that guy wasn’t 
right.
WILLIAMS
What’s done is done.
SHYLOCK
I mean really, seriously, what 
was I thinking after that first 
disaster. And why all the horses? 
What did they do? Nothin’ that’s 
what. All that tragedy for 
nothing.
Shylock paces around.
SHYLOCK (CONT’D)
You haven’t thought about this?
WILLIAMS
Nope.
91.
SHYLOCK
Jesus Christ how old do you think 
that girl was? You can’t work 
with a guy like that.
WILLIAMS
Shhhhhh.
SHYLOCK
What the hell are we doing here?
A metallic door clangs as a man approaches wearing a high-
vis vest. The blue shirt sleeve displays a customs patch.
CUSTOMS AGENT
Its in the bonded yard.
The agent hands Williams a key and a slip of paper.
CUSTOMS AGENT (CONT’D)
Don’t stay long, and I wasn’t 
here.
The agent turns and walks away. The word CUSTOMS appears 
plainly on the back of the vest.
EXT. CONTAINER YARD - DAY157 157
Shylock fiddles with the padlocked gate. A row of 
containers is visible in the background.
EXT. TURF CLUB - DAY158 158
Cars search for parking as a stream of racegoer’s funnel to 
the entry. The turnstiles buzz with activity as the crowd 
inside fills the grounds. Bookies crank their boards. 
Trainers prepare their challengers for the day. A tractor 
pulls the barriers into place.
We hear the typical race day on the PA in the background 
over this entire sequence.
EXT. HORSE TRANSPORT PARKING - DAY159 159
Trainers unload their horses from various trailers.
Jodie and Michael hover around their horse float as Bridget 
lowers the ramp preparing to unload.
Bridget tosses two halters and some blinkers on the floor.
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EXT. TURF CLUB STALLS - DAY160 160
Matt and Jamie search the ground.
MATT
Nothin’.
JAMIE
It was that stall.
MATT
Well there’s nothin’.
JAMIE
I told you. It wasn’t random.
MATT
I know, but it just doesn’t 
follow any protocol.
JAMIE
Maybe it wasn’t meant to?
Glen passes Matt who appears bent over and about to spew.
GLEN
Kinda’ early for that.
JAMIE
Nah, we’re just lookin’.
Matt ignores them both while he searches.
JAMIE (CONT’D)
Hey. Did you hear about Moss.
GLEN
Hear about it. I’m still washin’ 
the splatter of my shirt.
JAMIE
You saw it?
GLEN
You could say that.
JAMIE
Is that some crazy shit or what?
MATT
What about Moss?
JAMIE
You didn’t hear. Got his ass 
kicked by some jacked up jealous 
husband.
93.
GLEN
He got his ass kicked alright. 
Five hours of surgery and a bed 
in ICU.
WHIP TO:
EXT. CONTAINER - DAY161 161
The doors of a shipping container swing open exposing a 
tightly packed wall of boxes. San Marzano tomatoes. The 
CAMERA pushes in on Shylock then the CAMERA WHIPS to the 
wall of boxes, where the CAMERA pushes in before the CAMERA 
WHIPS to Williams, and the CAMERA pushes in.
WILLIAMS
Let’s make some REAL money.
The CAMERA WHIPS to FRIDAY in the car using binoculars and 
the CAMERA pushes in.
DETECTIVE FRIDAY
Bingo!
He speed dials his phone.
CUT TO:
EXT. ROADSIDE - DAY162 162
A catatonic GIRL sits next to GANNON on the roadside as his 
phone rings. The CAMERA pushes in on GANNON answering his 
phone.
OFFICER GANNON
Yeah. (Beat) Excellent! I’m done 
here anyway. (Beat) I’ll head for 
the track.
The CAMERA WHIPS to the smoldering BARINA and the CAMERA 
pushes in before the CAMERA WHIPS to the CHARRED BODY, and 
the CAMERA pushes in.
WHIP TO:
INT. TURF CLUB CANTEEN - DAY163 163
A hamburger patty drops on the grill and sizzles before 
it’s crushed down by a spatula. The cooked patty next to it 
is scooped up and placed on a bun. The CAMERA follows on 
the burger to the counter and customer’s hand before the 
CAMERA pulls back to reveal Leroy.
Bridget on the phone heading to the betting pit.
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BRIDGET
BOB!
Matt stops in his tracks as he tries to place the man he 
past. He whips his head around. From Matt’s POV the CAMERA 
WHIPS to Leroy.
Leroy wanders to the betting ring while eating the burger. 
The CAMERA pushes in on one of the race monitors covering 
the race about to begin. The post bell rings.
CUT TO:
EXT. RACE TRACK - DAY164 164
The barrier flies open. Horses explode out of the gates, 
and head down the track. The race caller delivers the 
ranking over the PA. (This should begin in snyc with the 
prior PA background)
WHIP TO:
INT. AUCTION BARN - DAY165 165
Bob with a finger in one ear on the phone with Bridget.
BOB
THEY SOLD. The money’s in your 
account now.
WHIP TO:
EXT. BETTING RING - DAY166 166
Dropping the phone from her ear Bridget approaches the 
betting ring. CAMERA pushes in on Bridget.
BRIDGET
Thirty thousand each way on Blue 
Moon in the seventh.
CAMERA WHIPS to surprised Bookie as Bridget takes a Plunge. 
CAMERA pushes in as he glances to our right.
WHIP TO:
EXT. TRACKSIDE - DAY167 167
Jodie and Glen standing trackside in Bridget’s absence.
CAMERA pushes in on Jodie.
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JODIE
Damn that girl!
CAMERA whips to Glen and again CAMERA pushes in on Glen.
GLEN
Shit!
CAMERA WHIPS to Matt using his iPhone to snap a distant 
picture of Leroy.
WHIP TO:
EXT. CONTAINER - DAY168 168
Shylock closes the container doors and locks the handles.
WHIP TO:
EXT. TURF CLUB PARKING - DAY169 169
GANNON getting out of his car. CAMERA WHIPS to the GIRL 
getting out of his car. The PA can be heard in the 
background.
CUT TO:
INT. FRIDAY’S CAR - DAY170 170
Friday following Williams limo for a period.
He txt’s Gannon “On my way”
CUT TO:
EXT. TURF CLUB ENTRY - DAY171 171
Gannon’s phone receives the txt as he and the GIRL push 
through the turnstiles.
EXT. TURF CLUB GROUNDS - DAY172 172
They navigate the crowd searching for the Colourful racing 
identity.
Big hats abound as they scour the fashion contest.
Horses circle in the mounting yard as jockeys mount.
The Bookies crank the odds board in the betting pit.
Gannon shows the GIRL a pxt on his phone.
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OFFICER GANNON
This him?
GIRL
No.
EXT. TURF CLUB ENTRY - DAY173 173
Williams Mercedes roles up to the front entry. Shylock 
opens his door and hands the keys to the valet.
Friday arrives as well and follows through the turnstile.
EXT. TURF CLUB SAND ROLL - DAY174 174
Leroy wades through the sand.
Williams and Shylock round the corner.
WILLIAMS
Well?
LEROY
I got the money.
SHYLOCK
Here?
LEROY
Its stashed in the car, but I’m 
still a hundred short.
SHYLOCK
(angry)
You hairy little goat.
Williams places a calming hand on Shylock’s arm.
WILLIAMS
Go get it.
Leroy departs.
WILLIAMS (CONT’D)
That boys’ heading for the long 
odds. 
SHYLOCK
I can scratch that imbecile right 
now if you want.
WILLIAMS
Nah he’s not unbackable yet. Lets 
see what he does with the 
delivery.
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Williams nods Shylock to follow, and he does.
INT. TURF CLUB OFFICE - DAY175 175
DETECTIVE FRIDAY, OFFICER GANNON, and MATT gather by a 
window with the zoned out GIRL gazing through the glass.
OFFICER GANNON
This is hopeless. Way too many 
people, and she can’t even think 
straight. Christ, I can’t even 
think straight.
DETECTIVE FRIDAY
Yeah the place is packed. We’re 
never gonna find’em like this.
MATT
They’re here somewhere. Get some 
uniforms on the gates, they’re 
gonna come out eventually.
OFFICER GANNON
(looking at the girl)
I gotta do something with this 
one, before they put her face on 
a milk carton.
DETECTIVE FRIDAY
Look, we’ve got enough now, we 
can scoop them in the morning, 
lets--
GIRL
That’s him.
They turn to view a sea of people.
OFFICER GANNON
Where?
Tapping her finger on the glass...
GIRL
There! There. Right there.
OFFICER GANNON
That’s the guy I showed you.
GIRL
No, no behind him.
OFFICER GANNON
(to Friday)
Stay with the girl.
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He slaps Matt on the shoulder.
OFFICER GANNON (CONT’D)
(to Matt)
Lets go.
EXT. TURF CLUB EXIT - DAY176 176
Shylock and Leroy weave through the crowd to the turnstile.
LEROY
I’m parked on the other side.
SHYLOCK
I’m in valet.
They split in opposite directions.
Matt and Gannon follow in pursuit, but as they clear the 
turnstiles the criminals are missing. They tap off into 
separate directions.
EXT. TURF CLUB TUNNEL - DAY177 177
Matt skims the fence line and spots a head in the distance.
EXT. TURF CLUB PARKING - DAY178 178
Gannon wanders between the cars in the opposite direction.
EXT. TURF CLUB FENCE - DAY179 179
Matt rounds the fence line to the horse transport parking.
EXT. HORSE TRANSPORT PARKING - DAY180 180
Leroy opens the boot of his car and removes one duffle bag 
exposing the spare, jack and a wheel wrench. He reaches in 
for the second bag as Matt’s hand lifts away the duffle on 
the ground.
MATT
Police!
Matt has the drop on him. Without a word, Leroy spins round 
and hammers Matt’s gun with the tyre-iron. Matt spills back 
dropping his weapon and the bag.
Leroy plows over Matt and bolts with the other bag.
A chase ensues and Leroy tosses the bag in the back of a 
horse float on the run.
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EXT. TURF CLUB TUNNEL - DAY181 181
With a lightened load, Leroy widens the gap as they race 
towards the members lot.
EXT. VALET PARKING - DAY182 182
Shylock watches Leroy approaching at speed.
SHYLOCK
What the ffff?
Leroy races right past Shylock flicking his head back.
LEROY
Theres’ yur money!
Shylock tracks Leroy’s exit line as he passes. When he 
turns back Matt approaches at speed, bag in hand.
Shylock king-hits Matt, then casually draws a .357 and 
checks the bag contents while pressing his foot on Matt’s 
chest.
SHYLOCK
Where’s the rest dickwad.
Matt’s gun rests a distance from his grasp.
From another angle, and unaware, Williams whistles to 
Shylock breaking his concentration momentarily. Matt jerks 
towards the gun. Shylock appears to take the shot.
A pause lingers as time stops in a slow-motion rotation.
Strangely, Matt lies on the ground unharmed, but blood 
gradually soaks through Shylocks shirt.
Gannon paces forward through a row of parked cars, lowering 
a gun to his hip, and collecting Williams on the way to 
Matt.
MATT
Holy hell, what a cliché.
OFFICER GANNON
That’s one thin script yur 
writtin.
Shylocks lifeless body thumps to the ground.
Gannon pushes Williams forward and cuffs him.
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OFFICER GANNON (CONT’D)
(to Matt)
That was a risky grab.
MATT
Chekhov's gun. If its on the 
ground, you gotta use it.
OFFICER GANNON
(to Williams)
That’s All too hard.
EXT. RACE TRACK - DAY183 183
The PA blares as the horses tear down stretch to the line.
RACE CALLER (V.O.)
...but now Trojan Park starts to 
wind up. That’s All Too Hard from 
Trojan Park and then came 
Bonnaro. That’s All Too Hard a 
neck in front. Trojan Park stride 
by stride getting to the three 
year old. Trojan Park got up to 
That’s All Too Hard, as they hit 
the line. 
EXT. GRANDSTAND - DAY184 184
The crowd goes wild.
RACE CALLER (V.O.)
Trojan Park one two it, to All 
Too Hard. Third three lengths 
away baby Bonnaro from Wintopia 
who kept on giving something.
EXT. BETTING RING - DAY185 185
Punters mingle about in the usual disappointment.
RACE CALLER (V.O.)
Summer Speed got home from Shoot 
Out and further back was Pintaro 
and Silencio...
EXT. TRACKSIDE - DAY186 186
Bridget discards her ticket stubs.
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RACE CALLER (V.O.)
...Happy Trails followed by Blue 
Moon never a hope and No More 
Joyous after racing wide.
EXT. TURF CLUB GROUNDS - DAY187 187
Revellers mill about as many others head for the exit.
RACE CALLER (V.O.)
Vinton towards the end followed 
in then by Mass Harmonia and last 
to finish is Dwindling Interest.
The grandstand drains leaving the emptiness of destroyed 
hopes.
Racegoers fall to the ground, planking among beer cans and 
swigging straight from champagne bottles.
The crowd thins, exposing punters flaked out on the grass 
amongst a field of scattered rubbish.
EXT. TURF CLUB STALLS - DAY188 188
Trainers hot-walk horses, some cool down in the wash bay, 
others head to the horse transport parking.
EXT. HORSE TRANSPORT PARKING - DAY189 189
Jodie leads a horse through the transport parking lot.
Bridget closes from a distance.
BRIDGET
Jodie! Wait up.
Jodie pauses briefly and waits for Bridget to gain ground, 
although she resumes walking before Bridget catches up.
BRIDGET (CONT’D)
Jodie.
Jodie ignores her.
BRIDGET (CONT’D)
Jodie.
JODIE
(angry)
Why?
Bridget ignores her now.
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They arrive at the float.
JODIE (CONT’D)
That’s all we had.
BRIDGET
Yes, but it wasn’t enough.
JODIE
What’s enough? Enough to pay the 
bills this month. Enough to keep 
us going for another? Enough keep 
on battling.
BRIDGET
It still wouldn’t solve the bank.
JODIE
Bud could have helped you with 
that.
BRIDGET
Maybe, but whattabout the other 
guys?
JODIE
(shrugging)
You still gotta deal with them.
Jodie hands the halter lead to Bridget and unpins the 
safety on the rear of float lowering the ramp.
She kicks some gear across the floor.
JODIE (CONT’D)
It sucks!
She kicks a bag which hardly moves.
JODIE (CONT’D)
(frustrated)
Owhhhh...piece of a shit.
Jodie stomps on the bag edging it across the floor before 
slipping under the rail into the next stall.
JODIE (CONT’D)
It wasn’t over.
Bridget coaxes the horse in before stepping out.
Jodie kicks the bag in frustration, then picks up the other 
gear. A coat hangs on the crossbar.
JODIE (CONT’D)
We coulda’ made it work.
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Staring straight at Briget, Jodie halls back and boots the 
bag towards the door and throws the gear over top of it.
JODIE (CONT’D)
Here.
Bridget lifts the gear off the bag. They both look at it.
BRIDGET
Phhhg. Not mine.
Bridget turns heading to the boot. Matt meets her face-on 
at the car door.
MATT
Hey.
BRIDGET
Hi Matt.
MATT
How’d you fare today?
BRIDGET
Its over.
MATT
Well there’s always another.
BRIDGET
No. Its all over. I’m finished. 
My last chance went down the 
drain with my plunge as a punter.
Jodie’s head peeks out from the rear of the trailer.
JODIE
Bridge?
She tactfully nods for a private rendezvous in the back.
Bridget and Matt round the corner. Jodie turns and obscures 
the bag.
JODIE (CONT’D)
Never mind.
BRIDGET
Jodie?
Jodie shakes her head ever so slightly.
JODIE
Later.
Bridget and Matt return to the boot.
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BRIDGET
My jacket?
MATT
Its in the back.
A hand yanks the zipper shut on the bag. Jodie lifts the 
bag and rounds the opposite corner of the trailer right 
into Matt’s face, dropping the duffle. Matt stares down at 
the twin he carried.
MATT (CONT’D)
Heavy?
JODIE
Kinda.
Matt bends and pulls the zipper a tad, before closing it. 
He grabs the handles and lifts the bag heading back to 
Bridget with Jodie in tow.
JODIE (CONT’D)
Awe c’mon!
Matt rounds the front of the float.
BRIDGET
No jacket?
MATT
You never know your luck at the 
track.
Matt places the bag in the back of the Prado directly in 
front of Bridget. She unzips the bag.
INT. FOYER - NIGHT190 190
A doorbell rings. Dogs bark.
BRIDGET (O.S.)
Can somebody get that?
INT. LIVINGROOM - NIGHT191 191
Michael strides past the TV to the sofa and throws himself 
across Jodie’s lap.
At The Movies continues in the background.
Michael flicks through and discards DVDs from a pile.
MICHAEL
Twilight, no. Dear John, no. 
Never Been Kissed, no. 
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(MORE)
Note Book, ummmm, nope. Titanic. 
Will that boat ever sink.
Bridget is becoming annoyed.
MICHAEL (CONT’D)
The Departed--
JAMIE
Yeah! Lets watch that.
MATT
No thanks, I’ve had enough of 
double lives for a while.
Matt snuggles up to Bridget on the couch.
BRIDGET
One life is fine with me.
She reaches over and digs her hand into a bowl popcorn that 
rests on a circular glass table top.
The camera tilts down revealing the table being supported 
by the black duffle bag.
Bridget passively comments to Michael.
BRIDGET (CONT’D)
Its doesn’t matter, pick whatever 
you want.
MICHAEL
Ok!
Michael loads the disc.
Glen squeezes up to Jodie.
Jamie seems content next to Lionie.
They all settle in comfortably.
Michael points the remote at the TV and starts pressing 
buttons. The TV switches from At The Movies to snow.
MICHAEL (CONT’D)
How do I switch it from TV to 
HDMI.
As the camera pushes in to the TV frame, the channels 
switch from snow to snow, then it pauses.
MICHAEL (CONT’D)
Never mind, I’ve got it.
CUT TO: BLACK
106.
MICHAEL (CONT'D)
